The Motivations for Meaning: A Study of Persuasive Appeals in Martin Scorsese\u27s Taxi Driver by Lannoo, Lawrence Arthur
University of North Dakota 
UND Scholarly Commons 
Theses and Dissertations Theses, Dissertations, and Senior Projects 
5-1-1993 
The Motivations for Meaning: A Study of Persuasive Appeals in 
Martin Scorsese's Taxi Driver 
Lawrence Arthur Lannoo 
Follow this and additional works at: https://commons.und.edu/theses 
Recommended Citation 
Lannoo, Lawrence Arthur, "The Motivations for Meaning: A Study of Persuasive Appeals in Martin 
Scorsese's Taxi Driver" (1993). Theses and Dissertations. 3234. 
https://commons.und.edu/theses/3234 
This Thesis is brought to you for free and open access by the Theses, Dissertations, and Senior Projects at UND 
Scholarly Commons. It has been accepted for inclusion in Theses and Dissertations by an authorized administrator 
of UND Scholarly Commons. For more information, please contact und.commons@library.und.edu. 
THE MOTIVATIONS FOR MEANING:
A STUDY OF PERSUASIVE APPEALS IN 
MARTIN SCORSESE'S TAXI DRIVER
by
Lawrence Arthur Lannoo
Bachelor of Arts, University of Manitoba, 1989 
Bachelor of Arts, University of North Dakota, 1991
A Thesis
Submitted to the Graduate Faculty 
of the
University of North Dakota 
in partial fulfillment of the requirements 
for the degree of 
Master of Arts
Grand Forks, North Dakota 
May
1993
This thesis, submitted by Lawrence Arthur Lannoo in partial fulfillment of the requirements for the Degree of Master of Arts from the University of North Dakota, has been read by the Faculty Advisory Committee under whom the work has been done and is hereby approved.
This thesis meets the standards for appearance, conforms to the style and format requirements of the Graduate School of the University of North Dakota, and is hereby approved.
W-17- 3
PERMISSION
Title The Motivations for Meaning: A Study of
Persuasive Appeals in Martin Scorsese's
Taxi Driver
Department School of Communication
Degree Master of Arts
In presenting this thesis in partial fulfillment of the requirements for a graduate degree from the University of North Dakota, I agree that the library of this University shall make it freely available for inspection. I further 
agree that permission for extensive copying for scholarly purposes may be granted by the professor who supervised my thesis work or, in his abscence, by the chairperson of the 
department or the dean of the Graduate School. It is 
understood that any copying or publication or other use of 
this thesis or part thereof for financial gain shall not be allowed without my written permission. It is also understood th^t due recognition shall be given to me and tc the University of North Dakota in any scholarly use which may be made of any material in my thesis.
Signatui
Date OjLuL 2^ 1221
iii
ACKNOWLEDGEMENTS
The writer is grateful to all the members of his thesis 
committee, in light of their unflagging support and their 
generous cooperation as work on this paper was conducted. In 
particular, the writer wishes to thank Dr. Raymond Fischer 
for his patience and his accessibility during the 







III. RESULTS OF STUDY.........
IV. APPLICATION AND DISCUSSION
V. SUMMARY AND CONCLUSION....
REFERENCES...............................
. . . iv 
. . . vi
_____1
___8
. . .54 
. . .87 




In 1976, one of the most violent and controversial 
films of that decade was released in American movie 
theaters. The film, Martin Scorsese's Taxi Driver, was 
heralded by some film scholars as a masterpiece.
However, others criticized the film for its graphic 
presentation of urban violence. This criticism intensified 
when John Hinckley, Jr. attempted to assassinate President 
Ronald Reagan in 1981, apparently motivated by his love for 
a character in the film, played by Jodie Foster.
The director of Taxi Driver, Martin Scorsese, responded 
to the criticisms of the violence in his film. He suggested 
that he was not trying to encourage people to commit violent 
actions. Instead, he wanted the audience to first applaud 
the violence, then reject it. He suggested that he wanted 
the audience to come to the realization that the violent 
acts committed by the lead character were socially 
unacceptable.
Using methods of rhetorical analysis derived from the 
Greek philosopher Aristotle, this paper will examine how 
Scorsese used the visual presentation of violence in Taxi 
Driver to make his appeal for non-violence. The study will 
concentrate on the images of violence in the most 
controversial scene in the film.
vi
The rhetorical methods developed in the discussion of 
Aristotle's rhetorical theories will be combined with 
methods of visual analysis derived from the study of film.
After the application of rhetorical principles to the 
sample has been conducted, the paper will conclude that 
Scorsese did present the images of violence in such a way 
that they encouraged the viewer to reject tne violent 




Martin Scorsese is one of the most respected directors 
in the American film industry. Film scholars have ranked 
him among an elite group of directors; their films reflect a 
unique personal perspective, a perspective that provides 
insights into the complexities of the human condition 
(Biskind, 1991).
One of the predominant themes of Scorsese's films has 
been the role of violence in urban life. He has displayed 
an avid interest in the ways people are motivated to commit 
violent acts.
Scorsese's most controversial film, Taxi Driver, 
provided an insightful portrait of one man's motivation to 
commit violent actions. The film, released in 1976, 
presented the story of a taxi driver whose feelings of 
loneliness and lack of purpose drive him to violence.
At the time of its release, Taxi Driver was heralded as 
an artistic masterpiece by many members of the film 
industry. It was nominated for Best Picture in the 1976 
Academy Awards competition, and it won the Palme d 'or award 
at the Canne Film Festival (Biskind, 1991).
Criticisms of the Violence
However, there were some media observers who deplored 
Taxi Driver as excessively violent and socially
1
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irresponsible. This group based its criticisms on the 
gratuitous onscreen violence that is presented in the film. 
Farber (1978), in an article entitled "The Bloody Movies:
Why Film Violence Sells," argued that films like Taxi Driver 
catered to the anti-social cravings of some movie-goers: 
"While the filmmaker may well intend to repel viewers, there 
are some people who are excited and aroused by the most 
ghastly images" (p. 283).
The criticisms directed at Scorsese for his 
presentation of violence in Taxi Driver intensified in 1981. 
This was the year in which John Hinckley Jr. attempted to 
assassinate President Ronald Reagan. Corliss (1991) 
provided a brief description of the relationship between 
Scorsese's film and the assassination attempt:
On March 30, 1981, John Hinckley Jr. shot President 
Reagan and subsequently professed his love for Jodie 
Foster--or, really, for Iris in Taxi Driver. (The film 
was based in part on the diary of Arthur Bremer, the 
would-be assassin of Governor George Wallace.)
Hinckley won the prize any deranged unrequited lover 
seeks: he would be forever linked with his unknowing 
inamorata, (p. 71)
As well, an article in Newsweek magazine, written at 
the time of the assassination attempt, suggested that 
Hinckley was motivated to kill the president by the actions 
of the lead character in Taxi Driver:
Presumably, it did not escape [Hinckley's] notice--and 
it certainly did not go unnoticed by the FBI last
3
week--that the leading character of "Taxi Driver," 
played by Robert De Niro, plots the assassination of a 
United States senator, and eventually becomes famous 
when he kills [Iris'] pimp. . . . the government has
evidence indicating firmly that Hinckley owned a copy 
of the book on which the movie is based. (Adler, 
McGuire, Nissen, Henkoff, Fuller, Huck, LaBrecque, 
Shannon, & Manning, 1981, pp. 41-42)
Scorsese's Response: The Guide for My Study 
Scorsese responded to the criticism of Taxi Driver. He 
said he was being unfairly blamed for the assassination 
attempt. He argued that yes, Taxi Driver was a "disturbing 
picture," but "I really thought nobody would see that 
picture" (cited in Kelly, 1991, p. 98).
More importantly, Scorsese argued that he had presented 
the violence in Taxi Driver in such a way that the viewer 
would leave the film with a sense of disgust, rather than a 
sense of "inspiration." My study will be based on the idea 
that Scorsese wanted to influence the viewers of his film in 
such a way that they would condemn the use of violent force, 
rather than condone it. In a quotation that will provide 
the key rhetorical guide for my study of the persuasive 
appeal in Taxi Driver, Scorsese said:
I saw Taxi Driver once in a theatre, on the opening 
night, I think, and everyone was yelling and screaming 
at the shoot-out. When I made it, I didn't intend to 
have the audience react with that feeling, "Yes, do
it! Let's go out and kill." The idea was to create a
4
violent catharsis, so that they'd find themselves 
saying, "Yes, kill"; and then afterwards realize, "My 
God , no"--like some strange California therapy session, 
(cited in Thompson & Christie, 1989, p. 63) [My 
emphasis.]
Scorsese's rhetorical intentions, as suggested in the 
above statement, have been acknowledged by media observers. 
For example, despite the fact that he criticized Scorsese's 
use of violent imagery in Taxi Driver, Farber (1987) said,
"A great many people seeing Taxi Driver are undoubtedly 
appalled, sickened, terrified by the violence, which is what 
director Martin Scorsese intended . . . "  (p. 283).
The Purpose of the Study 
In this paper, I will use Scorsese's "violent 
catharsis" statement as a rhetorical guide; it will direct 
my assessment of the rhetorical structure of one of the many 
violent scenes in the film.
In fact, the scene I will study is the "shoot-out" 
scene Scorsese mentioned in the "violent catharsis" 
statement. My goal is to demonstrate how Scorsese used the 
images of violence in the scene to convey a persuasive 
appeal to the audience.
Reasons for the Visual Study 
I will focus my rhetorical analysis primarily on the 
visual content of a scene from Taxi Driver (I will refer to 
Michael and Julia Phillips' production of the film 
throughout the study). In doing so, I am not implying that 
the verbal, musical, or other aural aspects of film are not
5
important; I support Harrington (1973)’s statement that it 
is "the complex interplay of all elements of aural and 
visual languages that establishes a film's rhetorical form" 
(p. 7).
My study will focus primarily on the visual content of 
a scene from the film for three reasons. First of all, film 
reviewers praised Scorsese's visual style in Taxi Driver; 
Jack Kroll (cited in Kelly, 1980), in his Newsweek review of 
the film, said: "The real poetry of the film is in it's rich 
texture. Scor se and cinematographer Michael Chapman 
create a funky, over-ripe New York Travis [the taxi driver] 
can never stop dreaming" (p. 187).
Secondly, Scorsese has acknowledged in interviews that 
he works closely with the camera operators and editors for 
his films. Before Taxi Driver, Scorsese edited his own 
films (cited in Reed, 1975, p. 7). During the production of 
Taxi Driver, Scorsese worked with Marcia Lucas, the chief 
editor for the film. He had worked with Lucas on one film 
before Taxi Driver; Scorsese explained what he expected in 
his working relationship with Lucas during this earlier 
production: "For the first time, working with an editor, I 
wanted an editor who would not take the picture, somebody 
with whom I could work because I cut some of the scenes 
myself" (cited in Reed, 1975, p. 8). Michael Chapman, 
Scorsese's cinematographer for Taxi Driver, emphasized the 
effect Scorsese's direction had on the film's visual 
presentation: "When Marty's on, the motions and angles of
6
the camera genuinely have emotional content" (cited in 
Kelly, 1991, p. 96).
My third reason for studying the visual content of Taxi 
Driver involves the persuasiveness of visual detail. I will 
study the imagery in Taxi Driver because visual details are 
one of the most effective means of persuasion that 
filmmakers have at their disposal. Harrington (1973) 
explained that creating "a sense of the presence of recorded 
reality provides film with its most persuasive powers" (p. 
33) .
The Scene to Be Studied
I will study the violent concluding scene in which the 
taxi driver enters the brothel with the intention of 
"rescuing" Iris, the child prostitute, from her pimps. As I 
will explain later in the study, the imagery in the violent 
brothel scene of Taxi Driver provided the focus for much of 
the criticism directed at the film. The violence in this 
scene played a major role in establishing the film's 
notorious reputation; it is for these reasons that I will 
study the rhetorical content of the brothel scene.
The Rhetorical Method
In my rhetorical analysis, I will refer to the 
rhetorical and artistic principles set forth by the Greek 
philosopher Aristotle in his texts the Rhetoric and the 
Poetics. In this case, my choice is based on the 
time-tested durability of Aristotle's ideas; Scodari and 
Thorpe (1992) explained, "Today, Aristotelian theories might 
still yield methods for use in criticism of the rhetorical,
7
ethical, aesthetic, pragmatic, and/or social/historical 
tracks" (p. 26).
After my discussion of Aristotle's theories, I will 
provide a description of my visual method of analysis. In 
this section, I will combine each category of persuasion, 
derived from my study of Aristotle, with an appropriate 
method of visual analysis.
After providing the results of the study, I will 
suggest in my discussion that Scorsese did appeal for 
non-violence through the visual presentation of the Taxi 
Driver sample. I will argue that Scorsese used the visual 
presentation to excite the viewer emotionally, but he also 
used visual methods, based primarily on editing and camera 
perspective, to encourage the viewer to consider the effects 
of violence on the victims of aggressive actions.




I will now provide a Drier description of the 
methodology to be used in this paper. This description will 
act as a guide for the reader in following the development 
of the rhetorical theory to be applied in this study.
First of all, I will examine the basic tenets of 
Aristotle's theories of rhetoric and drama. I will 
establish a relationship between these two ureas of study; 
this will provide me with the analytical methods necessary 
to interpret the rhetorical goals of my dramatic artifact. 
The methods will include three different categories of 
rhetorical analysis for application to the dramatic 
artifact.
Following my discussion of Aristotle's rhetorical 
theories, I will define some of the cinematic terms that 
will be used in my analysis of the artifact. Then, I will 
briefly discuss the relationship between the verbal language 
and film language, considering the link between words and 
images.
Next, I will develop my methodology by combining each 
of the three critical methods developed in the Aristotle 
discussion with relevant methods of analysis derived from 
the study of film. I will study, in particular, the theory
8
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of V. I. Pudovkin concerning the use of editing (or 
"montage") to convey rhetorical messages to the audience.
Once I ha^e analyzed the visual technique of the 
filmmaker, I will apply the critical methods developed in 
the Aristotle discussion to the artifact.
Aristotle and the Definition of "Art"
Before beginning a discussion of Aristotle's rhetorical 
theory, I will discuss his conception of "art" as an idea. 
Aristotle's view of art (or "techne," as it is termed in 
Greek) was established in relation to the views of his 
mentor, Plato.
For Plato, art meant a person possessed a knowledge of 
universal ideas that were unquestionably true and eternal. 
This conception of art included a distrust of human 
experience and opinion; for Plato, knowledge of the material 
world was fallible and fluctuating. However, knowledge of 
universal truth, as it was available through dialectical 
reasoning, provided a means of ascension for the philosopher 
out of the realm of material things and false appearances; 
for Plato, art ultimately meant an ascension toward 
universal truth (Conley, 1980).
Aristotle disagreed with Plato. Instead of perceiving 
universal truth through art, Aristotle believed that a 
person with a true knowledge of art would recognize what is 
most often the case, not what is always the case. This 
definition provided a validity to knowledge gained through 
human experience that Plato would not have accepted (Conley, 
1980) .
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Aristotle and the Relationship Between Art and Rhetoric
Aristotle studied a variety of subjects in his 
lifetime. His discussions on topics ranging from science to 
ethics were recorded by his students in numerous texts.
To study Aristotle's theories of rhetoric and drama, I 
will refer to two of the many texts that contain his ideas. 
The two texts, the Rhetoric and the Poetics, are intended 
for separate areas of study (I will use the W. Rhys Roberts 
and Ingram Bywater translations of these works throughout my 
study). In the Poetics, Aristotle discussed tragic drama; 
in the Rhetoric, he examined the methods and effects of 
public speaking (New American Desk Encyclopedia, 1984).
There are many theoretical correspondences between the 
Rhetoric and the Poetics; these correspondences will allow 
me to construct a method of rhetorical analysis for the film 
sample.
The key to the relationship between the Rhetoric and 
the Pô Jti_cs may be found in Aristotle's discussion of tragic 
drama. Aristotle defined tragedy as "essentially an 
imitation not of persons but of action and life, of 
happiness or misery" (1450, al5). An essential component of 
tragedy is thought, which is "the power of saying whatever 
can be said, or what is appropriate to the occasion" (1450, 
b5). Thought has a direct connection to rhetoric: "This is 
what, in speeches, falls under the arts of Politics and 
Rhetoric; for the older poets make their personages 
discourse like statesman, and the moderns like rhetoricians" 
(1450, b5) . Another example of the theoretical link between
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tragic drama and rhetoric was apparent when Aristotle 
explained, "As for Thought, we may assume what is said of it 
in our Art of Rhetoric, as it belongs more properly to that 
department of inquiry" (1456, a30).
Aristotle's Definition of Rhetoric 
In the Rhetoric, Aristotle proposed a definition for 
the term "rhetoric" that is directly related to public 
speaking. He formally defined rhetoric as "the faculty of 
observing in any given case the available means for 
persuasion" (1355, b26). Aristotle was concerned with the 
ability of speakers in public-speaking situations to 
ethically construct their messages.
For my purposes, the definition of rhetoric provided by 
Aristotle is vague, and it needs clarification (I will 
consider Aristotle's definition of persuasion later in the 
study). I am concerned with how a message is prepared by a 
sender in such a way that it influences the point-of-view of 
the receiver of the message; Aristotle seemed to imply this 
interpretation in his definition, but he still did not 
provide such an explicit definition.
In his examination of ancient rhetorical theory, Ryan 
(1982) noted that "Aristotle conceived rhetoric as the power 
to observe the persuasive elements in a speaking situation" 
(pp. 14-15). Essentially, I will respect the purpose of 
rhetoric as defined by Aristotle.
But Harrington (1973) also provided a useful 
description of rhetoric, in reference to film study, when he. 
said that, "Through rhetoric a sender attempts to control a
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receiver's response" (p. 3). Harrington noted that the 
sender of any message attempts to influence the receiver of 
•-.he message in some way; even "a statement such as 'the 
water is hot' works to convince" (p. 3).
I will define rhetoric in this study according to the 
definitions set forth by both Aristotle and Harrington 
(1973). In my study, rhetoric will mean the observable ways 
a filmmaker uses the visual medium of film to control the 
receiver's response toward its subject matter.
The Negative Perception, of Rhetoric 
Harrington (1973) also recognized that, in modern 
society, the term "rhetoric" has a connotation of "devious 
intentions" on the part of the sender. While acknowledging 
the importance of the sender's motivations in a 
communicative act, Harrington suggested that there was a 
middle-ground, between "unconscious response and blatant 
manipulation," available for the study of communication in 
film. Regarding the use of rhetoric in film, Harrington 
said,
In many instances artists, as well as other people, 
think of themselves as communicators simply trying to 
express their thoughts or feelings. They have no 
conscious thoughts of "persuading" anyone in the 
devious sense of the word, yet they do try to convey 
something. (p. 4)
Thus, although rhetoric in film does involve a 
conscious attempt by the filmmaker to convey a message to 
the viewer, this act is not necessarily motivated by devious
13
intentions. The filmmaker may simply want to convey his/her 
message in the most effective manner possible.
Aristotle's Definition of Persuasion 
Integral to Aristotle's definition of rhetoric was 
another term that has a variety of interpretations among 
scholars: persuasion. Ryan (1982) said that Aristotle "did 
not define persuasion" (p. 15), but he did use the Greek 
term "pistis" in relation to persuasive concepts. Pistis, 
Ryan explained, means faith, trust and proof.
In the Rhetoric, Aristotle suggested that the "use of 
persuasive speech is to lead to decisions" (1391, b5). This 
description was clarified somewhat as he stated: "When we 
know a thing, and have decided about it, there is no further 
use in speaking about it" (1391, blO).
Crem (1974) interpreted the meaning of persuasion from 
what Aristotle implied in the text of the Rhetoric in 
reference to the delivery of a public speech:
Now, persuasion implies the presentation of an object 
as an operable good. . . . But the good is said in 
relation to appetite, . . . and furthermore, it is 
envisioned by the rhetorician as operable. Therefore, 
persuasion is not purely a speculative assent, but it 
also involves appetite, and it is ordered to moving the 
will. (1974, p. 63)
However, Crem (1974) gualified the relationship 
Aristotle established between reason and the appetites, or 
human passions, when she stated that "the foundation of 
judgment is laid by means of an exposition of the facts of
14
the case, but the judgment is completed and assured through 
movement of the passions" (p. 64). Crem's interpretation of 
the subservience of the passions to logic was supported by 
Fortenbaugh (1974), who also examined the relationship 
between logic and emotions in the Rhetoric. Fortenbaugh 
said that
Aristotle developed a view of emotion that made clear 
the necessary involvement of cognition in emotional 
response and so made clear that emotional responses may 
be reasonable and unreasonable. Far from being hostile 
to reason, emotions are amenable to reason so that an 
orator can arouse and allay emotion while presenting 
reasoned arguments. (pp. 217-218).
Within the context of this study, I have already 
defined rhetoric as the observable ways a filmmaker uses the 
film medium to control the receiver's responses to its 
subject matter. Based on this definition, and on the ideas 
of Crem (1974) and Fortenbaugh (1974) concerning Aristotle's 
view of persuasion, I will define persuasion as the way the 
filmmaker uses logic, supported by emotion (and, as I will 
explain, later, realism), to control the viewer's response 
to the subject matter of a film.
Aristotle's Modes of Persuasion 
Having modified Aristotle's definitions of rhetoric and 
persuasion for this study, I will now consider the system he 
offered for the creation and analysis of persuasion in 
public oratory.
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In the Rhetoric, Aristotle said there were three modes 
(or means) of persuasion that a speaker may utilize. They 
included the use of speaker credibility (in Greek, termed 
"ethos"), logic ("logos"), and emotions ("pathos") in a 
persuasive appeal.
Ethos Redefined
Speaker credibility, or ethos, is important because, as 
Aristotle explained, "We believe good men more fully and 
more readily than others: this is true generally whatever 
the question is, and absolutely true where exact certainty 
is impossible and opinions are divided" (1356, a5) .
Aristotle added that this mode of persuasion should be 
achieved by what the speaker says and not what the audience 
thinks of the speaker before the speech is delivered.
To apply ethos as a mode of persuasion to the film 
sample, I will redefine it according to the communicative 
situation offered by a dramatic presentation, which 
Aristotle discussed in the Poetics.
Looking for possible links between the Rhetoric and the 
Poetics that could clarify the ethos definition for this 
study, one finds that Aristotle did describe the creative 
process of dramatization as relying on credible, or 
believable, exposition. He said in the Poetics that
From what we have said, it will be seen that the poet's 
function is to describe, not the thing that has 
happened, but a kind of thing that might happen, i.e. 
what is possible as being probable or necessary.
(1451, a35)
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In his analogy between poets and historians, Aristotle 
explained his inference to believability:
The distinction between historian and poet is not in 
the one writing prose and the other verse— you might 
put the word of Herodotus into verse, and it would 
still be a species of history; it consists really in 
this, that the one describes the thing that has been, 
and the other a kind of thing that might be. Hence 
poetry is something more philosophic and of graver 
import than history, since its statements are of the 
nature of universals, whereas those of history are 
singulars. By a universal statement, I mean one as to 
what such and such a kind of man will probably or 
necessarily do— which is the aim of poetry, though it 
affixes proper names to the characters. (1451, a35) 
Thus, the fictive foundations of the artist's work does not 
exclude the need for believable exposition.
This is important for my study because I will define 
ethos according to the ways a filmmaker uses realistic 
images to enhance the believability of the film's fictional 
presentation. Of course, the term "realism" has many 
interpretations; the interpretation I will accept for this 
study is the one offered by Konigsberg (1987) in relation to 
the art of film:
In its most uncomplicated meaning, realism in film 
refers to a direct and truthful view of the real world 
through the presentation of characters and their 
physical surroundings with minimal distortion from
17
either the filmmaker's point of view or from filmic 
technique. (p. 285)
Pathos as a Method of Persuasion 
In the Rhetoric, Aristotle recognized the universal 
applicability of pathos, or emotions, to all speaking 
situations. He suggested that emotional appeals have a 
definite impact on the attitudes of the listener to the 
speaker and to the subject: "Our judgments when we are 
pleased and friendly are not the same as when we are pained 
and hostile" (1356, alO). As well, he said that "persuasion 
may come through the hearers, when the speech stirs the 
emotions" (1356, alO).
At this point, I will refer tc Aristotle's study of 
emotions in the Poetics to combine both the rhetorical and 
artistic effects of emotions into one single concept for my 
application.
Aristotle discussed at length the use of emotions in 
tragic drama. In the Poetics, he suggested there was a 
relationship between emotions and action: "All human 
happiness or misery takes the form of action; the end for 
which we live is a certain kind of activity, not a quality" 
(1450, al5). Distinguishing between character and action, 
the philosopher added: "Character gives us qualities, but it 
is in our actions--what we do--that we are happy or the 
reverse" (1450. al5).
Considering the views of emotion provided in the 
Rhetoric and the Poetics, I will suggest that the onscreen
actions of the characters within the narrative of my
18
dramatic artifact have the potential to be components in an 
emotional appeal. This interpretation of pathos is based on 
the idea that "speech," as a concept, may include non-verbal 
forms of communication, such as the actions of the 
characters within the dramatic framework. Aristotle himself 
suggested such an interpretation may be valid when 
considering the effects of actions, arising in the plot of 
the Tragedy, on the audience:
Tragedy . . .  is an imitation not only of a complete 
action, but also of incidents arousing pity and fear. 
Such incidents have the very greatest effect on the 
mind when they occur unexpectedly and at the same time 
in consequence of one another; there is more of the 
marvelous in them than if they happened of themselves 
or by mere chance. (1452, a5)
For the purposes of this study, pathos will be 
interpreted in reference to the descriptions of emotion and 
its effects in the Rhetoric and the Poetics. I will 
interpret the emotional appeal in the sample as being based 
on the emotional effects of onscreen action. I am making 
this generalization because the emotional effects of 
character action in a film is complemented by the editing 
technique utilized by the filmmaker. Editing, as I will 
explain, creates a "visual rhythmn" for the onscreen images, 
and thus contributes to their emotional effects. Later, I 
will explain the concept of visual rhythmn.
The Use of Logic in the Persuasive Appeal 
In the Rhetoric, Aristotle provided two distinct
1.9
methods of making a logical appeal The first was the 
enthymeme, which was a method of deductive reasoning; the 
second was the example, which was based on inductive 
reasoning.
In my analysis, I will study the use of examples in the 
film sample, suggesting how inductive reasoning provided the 
basis for Scorsese's logical appeal. After explaining the 
basic tenets of Aristotle's logical theory, I will provide 
reasons for this choice.
I will now refer to the Rhetoric to explain the basis 
of Aristotle's theory of logos and how an example is used in 
a logical appeal.
The appeal of logos, as explained in the Rhetoric, is 
much more complex in structure than either the appeals of 
ethos or pathos. Explaining the basis of his logical 
theory, Aristotle said, "persuasion is effected through the 
speech itself when we have proved a truth or apparent truth 
by means of persuasive arguments suitable to the case in 
guestion" (1356, al5).
To explain the background of Aristotle's view of logos, 
I will refer to his philosophical disagreement with Plato 
concerning the nature of rhetoric.
Aristotle's theory of rhetoric was formulated in 
reaction to Plato's theory of the dialectic. "Dialectic" is 
a term derived from the Greek term, "dialogue," which means 
that there is a continuous exchange of ideas betv.een two 
people in a discussion. Heilbroner (1980) studied the 
effects of dialectical thinking on philosophy, and said that
20
At the core of all varieties of dialectics, we find a 
continuation of the incessant querying, that active 
engagement with the resistant stuff of knowledge, so 
unforgettably portrayed by Plato in the person and 
style of Socrates, the great exponent of the 
dialectical method in classical philosophy. (p. 31)
For Plato, the philosopher's goal of universal truth wa- 
within reach through the use of dialectical reasoning 
(Golden, Berquist, & Coleman, 1989, p. 27).
Aristotle, in contrast, was not nearly so abstract or 
discriminating in his view of dialectical reasoning. In the 
Rhetoric, he explained that rhetoric was an "offshoot" of 
dialectic. As well, Aristotle suggested that the goals of 
rhetoric and dialectic were not as specifically focussed as 
Plato would suggest: "Neither rhetoric nor dialectic is the 
scientific study of any one separate subject; both are 
faculties for providing arguments" (1356, a30).
For Aristotle, the key distinction to be made between 
rhetoric and dialectic was that rhetoric derived its 
premises from human opinion, while dialectic derived 
premises from universal truth (Conley, 1990). Thus, 
Aristotle's recognition and appreciation of human opinion 
was at odds with Plato's rejection of it as a basis for 
intellectual inquiry.
To explain how logic could produce persuasion when it 
was based on human opinion, Aristotle referred to 
dialectical reasoning to explain the two principal means of 
achieving persuasion using logos: examples and enthymemes.
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He explained these terms by making an analogy between 
dialectic and rhetoric:
When we base a proof of a proposition on a number of 
similiar cases, this is induction in dialectic, example 
in rhetoric; when it is shown that certain propositions 
being true, a further and quite distinct proposition 
must also be true in consequence, whether invariably or 
usually, this is called syllogism in dialectic, 
enthymeme in rhetoric. (1356, blO)
Thus, the use of examples in a logical appeal is based on 
inductive reasoning, and the use of enthymemes is based on 
deductive reasoning. It is inevitable that a speaker will 
use either examples or enthymemes when making a logical 
appeal, Aristotle said, because "there is no other way" 
(1356, b5).
Scholars have noted that Aristotle's definition of the 
example changes as he explains the uses of logical proofs; 
in some cases, the example is equal in importance to the 
enthymeme, and in other cases, it is subordinate to it. 
Hauser (1968) noted this apparent contradiction in his study 
of Books I and II of the Rhetoric:
Book I presents example as an independent mode of 
proof, as co-ordinate with enthymeme, as moving from 
part to part. At swords' points with this is Book II 
which presents example as merely a source of materials 
for proof, as subordinate to enthymeme, as moving from 
part to whole. (p. 157)
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Hauser concluded in his study that the example may be 
interpreted in the Rhetoric as serving both as a mode of 
independent proof and as providing the premise upon which an 
enthymeme may be established.
In his definition of example as a form of indc- ..'indent 
proof, Hauser (1968) said
it is a rhetorical induction based on the comparison of 
previously known occurrences of a like genus to present 
or predicted occurrences whose genus is unknown to the 
audience and whose genus may be apprehended by the 
audience from comparison with known occurrences. It is 
an unmediated inference from part of a genus to another 
part of a genus. (p. 165) [Emphasis in text]
Thompson (1975) provided a simpler definition for the 
example than Hauser. The former described the example as 
a form of reasoning that moves from known to unknown, 
that functions within a single genus or order, and that 
moves from an individual instance to a conclusion about 
some other individual instance either with or without 
an intervening expressed generalization. (p. 95)
From the above definitions, I will interpret the 
example as meaning: a method of establishing a 
generalization based on a number of similiar situations that 
support that general idea.
To explain how an example is used, I will refer to 
Hospers (1967) and his discussion of inductive reasoning.
In the quotation I cited earlier from the Rhetoric,
Aristotle established a direct connection between the use of
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examples and inductive reasoning. Hospers provided 
particular "examples" of how the example mai be used as a 
method for logical proof, based on the process of inductive 
reasoning. One instance he cited was based on this logical 
structure:
Crow #1 is black.
Crow #2 is black.
Crow #3 is black (and so on for 10,000 crows). 
Therefore, All crows are black. (p. 131).
Hospers noted that the conclusion reached in this reasoning 
process was only probable, and not absolute. He said
Here, even if all our 10,000 premises are true, the 
conclusion is not thereby established. It does not 
follow even from such numerous premises. But it is 
rendered probable--to what degree is a matter of 
dispute. But at least you are more justified in saying 
that all crows are black after you have examined 10,000 
of them and found them all to be black than you would 
be if you had observed only one. (p. 132)
I will study the use of examples in the film sample 
with confidence, despite the probable nature of the example 
as a logical tool. As mentioned earlier, Aristotle 
distinguished rhetoric from dialectic on the basis that the 
former was founded on probable knowledge, not universal 
truth. In my study of the example as a method of logical 
proof, I will therefore be studying a probable occurrence, 
rather than an absolutely true one.
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As for the connnection that might be established 
between the Rhetoric and the Poetics concerning the use of 
examples in drama, there is evidence to suggest that such a 
link does indeed exist. Aristotle explained in the Poetics 
that the individual incidents that together form the drama 
all must contribute to a thematic whole. He said:
The truth is that, just as in the other imitative arts 
one imitation is always of one thing, so in poetry the 
story, as an imitation of action, must represent one 
action, a complete whole, with its several incidents so 
closely connected that the transposal or withdrawal of 
any one of them will disjoin and dislocate the whole. 
(1451, a30)
By interpreting each violent "incident" in the sample 
as an example, as J will in my study, the rhetorical purpose 
of the sample can be determined according to an inductive 
process of reasoning. Each incident in the plot contributes 
to the thematic whole of the drama, in much the same way 
that the individual propositions in inductive reasoning 
contribute to a general conclusion. By interpreting each 
incident, or action, in the film sample as contributing to 
an overall rhetorical message, I will conduct the logical 
analysis of the artifact.
Finally, I explained earlier that I would provide my 
reasons for studying the use of examples in the artifact. 
First of all, the use of examples to support rhetorical 
appeals in film has been documented by film scholars; 
Bordwell and Thompson (1986), in their examination of
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rhetorical form in film, said filmmakers may use examples or 
enthymemes in their appeals to audiences. They explained 
that a film "may use examples that seem to prove its point" 
(P- 56).
Secondly, in the scene I will study, I believe that 
Scorsese, as part of a logical appeal, sought to establish a 
conclusion based on the presentation of numerous violent 
acts. Scorsese's rhetorical appeal is based predominantly 
on visual communication; there is very littJe dialogue in 
the scene. As noted in the introduction, Scorsese wanted 
the viewers of Taxi Driver to arrive at a "shocked 
realization" in reaction to the violence they were 
witnessing. He wanted them to be, at first, emotionally 
supportive of the taxi driver's violent actions in the 
sample; then, he wanted the viewers to finally realize that 
the taxi driver's actions were unacceptable. By visually 
presenting the violence of the taxi driver according to a 
particular logical pattern, using examples of violence, 
Scorsese encouraged the viewer to arrive at this conclusion.
I will now explain the methods I will use for my visual 
analysis of the artifact.
Terms to be Used in the Visual Analysis
In my study, I will be using many cinematic terms that 
may be new or vaguely familiar to the reader. To maintain 
clarity in my description of the visual method, I will now 
provide definitions for the many cinematic terms I will be 
using in the remainder of the paper.
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To begin, I will frequently use the term "frame" (which 
is the same as "film frame") in the study. This term has at 
least two meanings when it is used in the study of film. In 
relation to the basic structure of film, a frame is "a 
single photographic image printed on a length of film" 
(Harrington, 1973, p. 8). In my study, I will use the 
alternate meaning of this term; frame will mean "the outer 
boundary of a projected image--the lines of the rectangle on 
the screen where an image ends and blackness begins" 
(Harrington, p. 9).
One of the most important terms I will use in my 
analysis is "editing." A basic definition of editing is 
that it is the physical act of putting two pieces of film 
together. Sobchack and Sobchack (1980) defined editing as 
the "cutting and splicing of one piece of film to another" 
(p. 105). Konigsberg (1987) expanded on this basic 
definition and explained that editing "included the 
selection and shaping of shots [and] the arrangement of 
shots, scenes and sequences" (p. 98).
Because I will be using the such terms as "shots" and 
"scenes" extensively in the remainder of the study, I will 
now refer to Konigsberg (1987) to provide definitions for 
these concepts. Konigsberg defined a shot as the "single 
uninterrupted operation of the camera that results in a 
continuous action we see on the screen" (p. 319). A scene, 
Konigsberg explained,
may be composed of a single shot or a series of shots
showing the same action from various angles and
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examples and inductive reasoning. Hospers provided 
particular "examples" of how the example may be used as a 
method for logical proof, based on the process of inductive 
reasoning. One instance he cited was based on this logxcal 
structure:
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Crow #2 is black.
Crow #3 is black (and so on for 10,000 crows). 
Therefore, All crows are black. (p. 131).
Hospers noted that the conclusion reached in this reasoning 
process was only probable, and not absolute. He said
Here, even if all our 10,000 premises are true, the 
conclusion is not thereby established. It does not 
follow even from such numerous premises. But it is 
rendered probable— to what degree is a matter of 
dispute. But at least you are more justified in saying 
that all crows are black after you have examined 10,000 
of them and found them all to be black than you would 
be if you had observed only one. (p. 132)
I will study the use of examples in the film sample 
with confidence, despite the probable nature of the example 
as a logical tool. As mentioned earlier, Aristotle 
distinguished rhetoric from dialectic on the basis that the 
former was founded on probable knowledge, not universal 
truth. In my study of the example as a method of logical 
proof, I will therefore be studying a probable occurrence, 
rather than an absolutely true one.
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As for the connnection that might be established 
between the Rhetoric and the Poetics concerning the use of 
examples in drama, there is evidence to suggest that such a 
link does indeed exist. Aristotle explained in the Poetics 
that the individual incidents that together form the drama 
all must contribute to a thematic whole. He said:
The truth is that, just as in the other imitative arts 
one imitation is always of one thing, so in poetry the 
story, as an imitation of action, must represent one 
action, a complete whole, with its several incidents so 
closely connected that the transposal or withdrawal of 
any one of them will disjoin and dislocate the whole. 
(1451, a 3 0 )
By interpreting each violent "incident" in the sample 
as an example, as I will in my study, the rhetorical purpose 
of the sample can be determined according to an inductive 
process of reasoning. Each incident in the plot contributes 
to the thematic whole of the drama, in much the same way 
that the individual propositions in inductive reasoning 
contribute to a general conclusion. By interpreting each 
incident, or action, in the film sample as contributing to 
an overall rhetorical message, I will conduct the logical 
analysis of the artifact.
Finally, I explained earlier that I would provide my 
reasons for studying the use of examples in the artifact. 
First of all, the use of examples to support rhetorical 
appeals in film has been documented by film scholars; 
Bordwell and Thompson (1986), in their examination of
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rhetorical form in film, said filmmakers may use examples or 
enthymemes in their appeals to audiences. They explained 
that a film "may use examples that seem to prove its point" 
(p. 56).
Secondly, in the scene I will study, I believe that 
Scorsese, as part of a logical appeal, sought to establish a 
conclusion based on the presentation of numerous violent 
acts. Scorsese's rhetorical appeal is based predominantly 
on visual communication; there is very little dialogue in 
the scene. As noted in the introduction, Scorsese wanted 
the viewer of Taxi Driver to arrive at a "shocked 
realization" in reaction to the violence they were 
witnessing. He wanted them to be, at first, emotionally 
supportive of the taxi driver's violent actions in the 
sample; then, he wanted the viewers to finally realize that 
the taxi driver's actions were unacceptable. By visually 
presenting the violence of the taxi driver according to a 
particular logical pattern, using examples of violence, 
Scorsese encouraged the viewer to arrive at this conclusion.
I will now explain the methods I will use for my visual 
analysis of the artifact.
Terms to be Used in the Visual Analysis
In my study, I will be using many cinematic terms that 
may be new or vaguely familiar to the reader. To maintain 
clarity in my description of the visual method, I will now 
provide definitions for the many cinematic terms I will be 
using in the remainder of the paper.
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To begin, I will frequently use the term "frame" (which 
is the same as "film frame") in the study. This term has at 
least two meanings when it is used in the study of film. In 
relation to the basic structure of film, a frame is "a 
single photographic image printed on a length of film" 
(Harrington, 1973, p. 8). In my study, I will use the 
alternate meaning of this term; frame will mean "the outer 
boundary of a projected image--the lines of the rectangle on 
the screen where an image ends and blackness begins" 
(Harrington, p. 9).
One of the most important terms I will use in my 
a alysis is "editing." A basic definition of editing is 
that it is the physical act of putting two pieces of film 
together. Sobchack and Sobchack (1980) defined editing as 
the "cutting and splicing of one piece of film to another"
(p. 105). Konigsberg (1987) expanded on this basic 
definition and explained that editing "included the 
selection and shaping of shots (and] the arrangement of 
shots, scenes and sequences" (p. 98).
Because I will be using the such terms as "shots" and 
"scenes" extensively in the remainder of the study, I will 
now refer to Konigsberg (1987) to provide definitions for 
these concepts. Konigsberg defined a shot as the "single 
uninterrupted operation of the camera that results in a 
continuous action we see on the screen" (p. 319). A scene, 
Konigsberg explained,
may be composed of a single shot or a series of shots
showing the same action from various angles and
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distances--the number of shots will depend both on the 
length of the scene and the dramatic impact desired.
(p. 302)
As well, Konigsberg (1987) defined a sequence as a 
"series of related shots and scenes that form a single, 
coherent unit of dramatic action" (p. 313).
Between shots in a film, there are visual transitions 
(or editorial transitions, as Sobchack and Sobchack [1980] 
call them) to link one image to another. These transitions 
will be important in my analysis of the film sample. 
Harrington (1973) will serve as my guide for these 
definitions. He defined a "cut" as when one "shot simply 
replaces another on the screen without any apparent 
transition, much as one word follows another in a sentence" 
(p. 134). As well, a "match cut" is apparent onscreen when 
there is a cut that "blends shots so carefully that the 
switch is unobtrusive and natural" (Harrington, p. 134). A 
match cut thus maintains the emotional continuity of the 
images it connects. Harrington defined a "jump cut" as a 
break in visual continuity, when an "editor simply jumps 
from one action to another" rather than "tipping off a 
viewer to a change in location or characters" (p. 135). The 
emotional effect of a jump cut is disorientation for the 
viewer, since there is no clear transition between the two 
actions being depicted. A jump cut can occur between 
actions in a limited space. A "cutaway" is a type of shot 
that may serve as a transition between shots; Konigsberg 
explained the many functions that a cutaway might serve:
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[A cutaway is a] shot away from the main action but 
used to join two shots of the main action in order to 
(1) designate the passage of time; (2) build suspense 
by extending time; (3) show the reaction of someone or 
some group to the major action; (4) b ridg e t w o  shots 
that would form an unwanted jump cut perhaps because
p art of the action.is missing (5) remind us about some
other character or action, perhaps to give added 
tension to the main scene; (6) alii the audience some 
relief from the main action. (p. 70) [My emphasis]
As well, a "dissolve" is an important visual transition 
that "gradually merges two images by shewing both shots 
simultaneously for a few seconds" (Harrington, p. 135). A 
dissolve is a significant transition because "it may 
represent the passage of time, a change in location, or a 
psychological shift such as a flashback" (Harrington, p.
135).
Shots may ba categorized according to the distance 
separating the camera and the actors. A "close-up" is a 
"detailed view of a person or object, usually without much 
context provided," and a "close-up of an actor generally 
includes only his [sic] head" (Giannetti, 1972, p. 203). As 
weil Giannetti defined a "medium shot" as a "relatively 
close shot, revealing a considerable amount of detail," and 
"a medium shot of a figure generally includes the body from 
the knees or waist up" (p. 206). A "long shot" is described 
by Konigsberg (1987) as a "shot that shows the subject at a 
distance," and the long shot "takes in some of the
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surrounding environment as well” (p. 196). Finally, the 
filmmaker may use an "over-the-shoulder" shot, which is a 
"shot that is made from over the shoulder of a character, 
with the back of the head, the neck, and the shoulder 
generally seen at the side of the frame” (p. 250).
There are also many ways of describing the movement of 
the camera itself as a scene is being filmed. Harrington 
(1973) described a "pan” as being "used either to follow a 
horizontal action or to sweep across a stationary scene” (p. 
27). On a vertical plane, a "tilt shot" is used when "a 
stationary camera angles up or down" (Harrington, p. 27).
As well, a "tracking shot" is used when "a mobile camera 
follows the subject by moving on tracks or by being mounted 
on a vehicle" (Harrington, p. 27). Harrington also provided 
a complete description of "dolly shots" and "zooms":
Movement toward or away from a subject occurs chiefly 
during dolly shots and zooms. A doily is a platform on 
wheels serving as a camera mount capable of moving in 
any direction. During a dolly-in, the camera moves 
toward the subject; for a dolly-out, the camera travels 
aways from the subject. A zoom is accomplished with a 
lens capable of smoothly and continuously changing 
focal lengths from wide-angle to telephoto. As the 
lens zooms in, the center of composition gradually 
fills the screen; the center diminishes as the lens 
zooms out. (p. 27)
Finally, in my shot-by-shot description of the Taxi 
Driver scene, I will occasionally use the terms "low-angle
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shots" and "high-angle shots." Harrington (1973) provided 
definitions for these terms. He said a low-angle shot is 
apparent when the camera is pointed upward at an object or 
perscn; a high-angle shot is used when the camera is aimed 
downward at an object or person. Considering the 
psychological effects of a low-angle shot on the viewer, 
Harrington said: "A Low-angle shot sets the subject against 
the sky or a ceiling, providing the subject with an air of 
dominance and of being larger than life" (p. 77). Regarding 
the effects of a high-angle s..ot, Harrington said, "The 
point of view is that of a tall person, and whatever is seen 
is looked down upon and made to appear weak" (p. 77).
In summary, the definitions provided above will be used 
to explain the method of visual analysis in this study. I 
will now proceed to an explanation of the relationship 
between verbal language and the visual language of film.
The Relationship Between Verbal Language and Visual
Language
In their analysis of language and its impact on human 
society, Perry and Perry (1988) provided a basis for 
understanding the general purpose shared by all languages. 
They explained that humans use symbols to represent both 
concrete and abstract concepts. These symbols, whether 
written or spoken, must be communally agreed upon by all the 
members cf the group that use them. For example, 
English-speaking people have a symbol, or word, to represent 
the food called bread. For people outside of the group, the 
word "bread" might be meaningless (Perry & Perry, 1988).
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More importantly, Perry and Perry (1988) said that 
language "is the most effective system of symbols used by 
humans" (p. 75), and that "some social scientists have 
maintained that the very structure of language shapes 
people's reactions and attitudes toward reality" (p. 76).
As well, Perry and Perry noted the theory put forward by 
linguistics experts Benjamin Whorf and Edward Sapir, called 
the Whorf-Sapir hypothesis; this theory suggests that 
language is a reflection of the thoughts, feelings and 
actions of people, and that language, in turn, shapes the 
way people act, think and feel.
In his analysis of rhetoric and its relationship to 
film, Harrington (1973) explained that language is a means 
of symbolic interaction that is complex in its varieties and 
uses. Animals and humans alike are able to express very 
basic needs using inarticulate sounds. On a higher 
intellectual level, humans are able to convey lofty thoughts 
and abstractions using verbal means of expression.
Regardless of the types of verbal language humans use to 
express their thoughts--for example, French, German or 
English--all of these variations are but complex versions of 
a single language category. That single, universal language 
category is verbal language.
Shifting his focus from verbal language to film 
language, Harrington (1973) explained that film uses many 
types of language other than the verbal variety. He 
explained:
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The number of potentially strong language contributors 
to film, each with its own grammar and syntax, makes it 
necessary to think in terms of the languages used in 
film rather than in terms of the single or dominant 
language. Many of these languages are readily evident: 
the language of subtitles, of dialogue, of narration, 
of visual images, of symbols, of lighting, of music, 
and so on. (p. 6) [Emphasis in text]
Although film is characterized by a great diversity of 
languages, Harrington said that
languages work in similiar ways even though occurring 
in a great variety of forms. The broad principles of 
communication, especially those of rhetoric, apply 
equally well to spoken English, to body language, or to 
the languages of film. (p. 2) [My emphasis]
The Concept of Visual Language 
Visual language is just one of many languages that 
Harrington (1973) addressed in his discussion of film and 
rhetoric. He provided a broad definition of visual language 
in film by making an analogy between visual and verbal 
l a n g u a g e :
Since film is primarily a visual medium, the grammar 
and syntax governing the stream of cinema's visual 
imagery are of first importance. The visual grammar 
and syntax of film concern the ways a filmmaker 
arranges shots into scenes and scenes into sequences, 
just as the grammar and syntax of spoken and written
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languages deal with the way words are arranged into \
sentences and sentences into paragraphs. (p. 8)
Thus, the visual language of film is based on the shot as a 
basic unit of communication, in much the same way that a 
word acts as a unit in spoken sentence.
Having discussed the relationship between verbal and 
visual languages, I will now provide a visual method of 
analysis for the ethos appeal in the film sample.
The Ethos Appeal: A Method of Visual Analysis 
As I explained earlier, ethos will be interpreted in 
this study as the ways a filmmaker uses realistic images to 
enhance the believability of the film's fictional 
presentation. In my analysis of the Taxi Driver sequence, I 
will consider two methods of realistic presentation that may 
be used by the filmmaker to support the ethos appeal: I will 
call these two methods, respectively, environmental realism 
and subjective realism.
Environmental Realism
In my analysis of environmental realism, I will 
consider the physical setting in which the characters live 
and interact. My reason for choosing to evaluate the 
realistic appearance of the physical setting is based on the 
persuasiveness of real-life details in film. I will suggest 
that Scorsese's cecision to film Taxi Driver in the actual 
location in which the story takes place, New York, 
contributes to the ethos appeal made in the film.
Harrington (1973) supported the idea that real-life details,
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as obtained through on-location shooting, could contribute 
to the realistic appeal of a film: \
Playing upon our delight in identification with the 
familiar is part of the rhetorical stock-in-trade of 
the filmmaker. He [sic] knows that we will believe the 
familiar, and that by creating an atmosphere of 
familiarity he is more likely to convince us to accept 
his other offerings. (p. 31)
Harrington also answered an objection that one could raise 
in response to his views on the persuasiveness of real 
settings for the film viewer: What if the viewer has never 
been to the real-life location where a movie was filmed?
Harrington responded:
Even if a viewer has not been to a particular place, he 
[sic] frequently "knows" a location by having seen 
certain stock footage many times. How many times in 
films have we seen Trafalgar Square or Picadilly Circus 
in London, complete with red double-decker buses? . . .
The Empire State Building and skyline of New York City?
. . . Though most people have not visited these places,
they are as "real" when seen on film as the maze of 
freeways and traffic jams most of us are used to.
(p. 33)
To support the presence or abscence of environmental 
realism in the film sample, I will refer to a number of 
authoritative film reviewers and scholars; their critiques 
of Taxi Driver provide ample support for the presence of a
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In my assessment of the use of subjective realism in 
the film sample, I will study how the filmmaker uses 
variations of the "subjective camera" technique to provide 
the viewer with a point of view that is either the same or 
similiar to that of one of the characters in the film. This 
technique contributes to the psychological involvement of 
the viewer in the action of the film, and it consequently 
reduces the cognitive barrier between the viewer in reality 
and the characters in the illusion of the film.
When most film scholars use the term "subjective 
c a m e r a , " they are referring to a visual technique through 
which the audience assumes the actual point of view of a 
character. Giannetti (1972) considered the use of the 
subjective camera as part of a narrative process in which 
the story is being told in the first person, rather than the 
third person. Making an analogy between literature and 
film, he said
The cinematic equivalent to the "voice" of the literary 
narrator is the "eye" of the camera, and this 
difference is an important one. In fiction, the 
distinction between the narrator and the reader is 
clear; it's as though the reader were listening to a 
friend tell a story. In film, however, the viewer 
identifies with the [camera] lens, and he [sic] thus 
tends to fuse with the narrator, (p. 173)
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In their discussion of the subjective-camera technique,
DeNitto and Herman (1975) distinguished between documentary \
films and fictional films in their uses of points of view to 
present their respective worlds of reality and illusion:
In documentary films, the (camera's] perspective is 
plainly objective; the audience is intended to be 
observing unvarnished reality from ar entirely detached 
perspective. On the other hand, the subjective point 
of view frequently informs the fictive narrative film; 
yet neither point of view is completely exclusive in 
this genre. Directors of the latter type of film, for 
the most part, intermingle objective and subjective 
points of view. (p. 38)
My definition of subjective camera will include the 
interpretations put forward by Giannetti (1972), and by 
DeNitto and Herman (1975). However, I will extend the 
definition of the subjective camera to include those shots 
that allow the audience to look over the shoulder of a 
character in such a way that the perspective is similiar to, 
if not the same as, an actual subjective shot. Konigsberg 
(1987) explained that in an over-the-shoulder shot, the 
"camera focuses past the character on some object or person 
that he or she is seeing" (p. 250). Using a conversation 
between two characters as an example, Konigsberg said that 
over-the-shoulder shots are used when the "camera switches 
back and forth during the scene, giving the audience the 
perspectives and reactions of the characters as they engage 
in the conversation" (p. 250). Consequently,
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over-the-shoulder shots contribute to the involvement of the 
audience in the onscreen action, based on the sharing of 
perspectives with the characters in the narrative.
In my study of the subjective camera technique, I will 
look for visual indicators of its use in the film sample. 
First of all, I will look for the initial shots that 
indicate that the subjective-camera "process" has started. 
DeNitto and Herman (1975) said that a director who uses the 
subjective camera provides the viewer with a "shot that by 
its placement in the sequence following a close-up of the 
subjective indicates to the spectator that it is what the 
subject is seeing" (p. 39). Thus, I will look for the use 
of a close-up shot by the filmmaker to indicate that the 
subjective camera is currently being used to present the 
onscreen subject matter.
As well, I will look for the over-the-shoulder shots 
that provide the audience with a perspective that is 
similiar to, if not the same as, the perspective of the
characters.
Subjective Realism and Camera Movement
In my study of the use of the subjective camera in the 
sample, I will examine the movement of the camera within the 
scene to determine when such movement contributes to the 
feeling of a shared perspective between audience and 
character. Konigsberg (1987) explained that camera movement 
can serve many functions in a film because the "mobility of 
the camera allows the audience to stay with a character 
while he or she walks, follow the motion of some vehicle or
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object, or see the scene from the character's point of view 
as he or she moves" (p. 40).
As explained earlier in the definition section for the 
visual analysis, the camera follows the movements of a 
character in a tracking shot. Consequently, camera movement 
through tracking shots enhances the realism of the film for 
the viewer in a number of ways. Assessing the overall 
effects of camera movement on the experience of watching a 
film, Konigsberg (1987) implicitly supported the idea that 
it enhanced the subjective realism of watching a film:
The mobile camera moves into the scene and brings depth 
to the flat image, gives movement and drama to setting 
and architecture, and draws the audience into the world 
on the screen. (p. 40)
I will suggest how camera movement through tracking 
shots contributes to the viewer's involvement in the 
narrative of the film.
In summary, I will provide evidence of the ethos appeal 
in the film sample by considering environmental realism and 
subjective realism. I will suggest that the use of 
on-location shooting in the setting of the story contributes 
to the realism of the studied segment; I will also support 
the idea that the employment of the subjective camera 
(including over-the-shoulder shots) and camera movement in 
the film sample enhances the believability of the film's 
fictional presentation.
The Pathos Appeal and the Visual Analysis 
In my analysis of the emotional appeal in the sample, I
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will concentrate on two aspects of the film's visual 
presentation. First of all, I will study the visual rhythmn 
of the film sample (I will define this term later in the 
discussion). Secondly, I will study the filmmaker's use of 
onscreen movement to enhance the emotional involvement of 
the viewer in the onscreen action of the film.
Visual Rhythmn and the Emotional Appeal 
Sobchack and Sobchack (1980) provided a general 
definition of visual rhythmn upon which I may base my 
explanation of the term. They defined visual rhythmn as a 
method the filmmaker may use to emotionally involve the 
viewer in the film's storyline:
The rate at which the film is edited, the kinds of 
editorial transitions, the number of shots in the 
entire film, and the length of each shot will impart a 
visual rhythmn, a pace to the whole film. This rhythmn 
and pace will not only contribute to the mood of 
various sequences, but will also influence our 
perception of the entire film. The way we feel a film 
(rather than clock it or understand it) is similiar to 
the way we feel a piece of music, and both depend on 
their rhythmns to induce those feelings. (p. 103)
My study of visual rhythmn in the sample will include 
attention to its four components, as described above. These 
components are all related to the emotional effect of 
editing on the viewer. They include: the editing rate (or 
the patterns established between brief shots and longer 
ones), the types of transitions used between shots, the
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number of shots in the sequence (rather than the entire 
film, which is beyond the scope of this study), and the 
length of each shot in the scene that I will study.
To determine the emotional effect of the transitions 
between the shots, I will refer to the definitions set forth 
earlier in the paper. These definitions will provide me 
with guidelines to assess the purpose and effect of the 
transitional devices used in the sample.
To determine the combined emotional effect of the 
editing rate, the number of shots in the sample, and the 
duration of the shots, I will refer to one standard 
criteria. All three of these factors are interrelated, and 
all are directly related to a single visual method of 
communication: editing. The rate of the editing is based on 
the number of cuts used in a scene for a given period of 
time; the number of cuts in a scene determine the length of 
film and time devoted to each shot; this, in turn, 
determines the emotional impact of the image. Konigsberg 
(1987) provided a detailed explanation of the relationship 
between editing and emotions:
Editing . . . determines the way an audience reacts to
an event: for example, a series of quick cuts can 
create a sense of excitement, anticipation or 
bewilderment, while longer shots can create a sense of 
delay, emphasize the drama within a scene, and develop 
our involvement with a character. (p. 99)
In his discussion of visual rhythmn, Harrington (1973) 
confirmed that editing had a direct emotional effect on the
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viewer. He expanded on this concept, however, by suggesting 
that the editor will match the pace of editing with the 
action occurring onscreen:
Usually an editor matches rhythmn within and outside a 
shot. Shots of a leisurely walk on a Sunday afternoon 
will be held for a long time, while shots of a 
fistfight will be short and rapid. Just as an excited 
heartbeat and respiration suggest intense activity, so 
does a rapid series of shots. By manipulating the 
speed at which shots occur, an editor forces a viewer 
to perceive meaning through kinesthetic sensation.
(p. 133)
Based on this criteria for determining the emotional 
impact of the editing, I will suggest how the editing rate, 
the number of shots and the length of the shots work 
together to form an emotional appeal to the audience. I 
will also refer to the criteria provided by Bordwell and 
Thompson (1986) in their discussion of shot lengths. They 
noted that during the silent-film period of the 1920's, the 
average length of shots in films was approximately five 
seconds. However, with the introduction of sound to the 
motion picture industry, the average duration of a single 
shot increased to approximately ten seconds in duration.
Consequently, I will use a ten-second duration as a 
benchmark in my evaluation of visual rhythmn in the film 
sample. Any shot with a time limit shorter than ten seconds 
will be considered emotionally significant for the pathos
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appeal in the sample; as explained earlier, an increase in 
emotional tension accompanies a shortening of shot length.
In summary, I will begin my analysis of visual 
rhythmn by assessing the emotional effect of the 
transitional devices. Then, I will determine the number of 
shots, the length of shots and the editing rate to suggest 
how these three factors work together to increase or lessen 
tie emotional tension of the sample, using a ten-second 
duration as a benchmark for measurement of the cuts.
The Emotional Appeal and Character Movement 
In addition to the editing characteristics of visual 
rhythmn, I will also study the movement of the characters to 
determine its role in the emotional appeal.
The movement of the characters across the film frame 
can have effects on the emotions of the viewer. Harrington 
(1973) described these effects:
Movement toward and away from the eye, . . . creates a
sense of depth and of the viewer's involvement in what 
occurs. Movement toward the camera generally 
intensifies action and creates a sense that something 
significant is about to happen. Movement away from the 
camera appears wistful and serious. Cross-screen 
movement always seems much more rapid than depth 
movement, creating a feeling of excitement, but 
frequently at the expense of a sense of direction and 
purpose. Depth movement, on the other hand, normally 
displays significant content, while cross-screen 
movement creates flurry and action. (p. 27)
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I will also use Konigsberg (1987) as a guide in my 
assessment of the emotional effects of character and camera 
movement. Konigsberg said that, " n general, the direction 
of movement in the image will create a specific dramatic 
effect" (p. 221). First of all, regarding the movement of 
action across the frame on a horizontal plane, Konigsberg 
emphasized that because people are accustomed to reading 
from left to right, any movement from right to left will be 
disorienting. Movement toward or away from the camera is 
less dramatic than left-to-right movement across the frame, 
but it can make a character seem threatening with an 
acceleration in movement. Finally, action that takes place 
near the camera seems closer to the viewer, Konigsberg 
explained, and it
will always seem faster than at a distance because of 
the magnification of the subject; as well as the motion 
itself and tb' corresponding diminishment of the area 
of space in which the action takes place. (p. 221) 
Thus, I will study the emotional effects of character 
and camera movement using the guidelines set forth by 
Harrington (1973) and Konigsberg (1987).
My overall evaluation of the emotional appeal of the 
film sample will depend on the analyses of both onscreen 
movement and visual rhythmn.
A Visual Method for the Logical Analysis 
As I mentioned earlier, I will argue in my discussion 
of the study results that Martin Scorsese provided a number 
of examples of violent acts in the film sample, and he
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presented them in such a way that they encouraged the viewer 
to finally reject violence as a means of problem resolution.
To analyze the logos appeal in the sample, I will refer 
to the editing theory of a Soviet film theorist named V. I. 
Pudovkin. I have two reasons for this choice. First of 
all, Pudovkin was respected as both a theorist and a 
filmmaker; he made practical applications of his theories in 
his films. The respect that both his editing theory and his 
films earned, as a result, was noted by Giannetti (1972): 
"The effectiveness of P u d o v k i n 1s films, especially his 
masterpiece, Mother, seems to justify his theory as a major 
approach to film art. . . (p. 88).
Secondly, I will be studying how inductive reasoning is 
used in the sample to arrive at a general proposition, based 
on the presentation of many acts of violence. I will 
demonstrate that Pudovkin's theory is appropriate for an 
analysis of the logos appeal, based on its use of inductive 
r e a s o n i n g .
I will first explain the background to Pudovkin's work 
in the Soviet Union, followed by a description of his 
editing theory and an explanation of how I will apply it to 
the sample and suggest the presence of a logical appeal.
The Soviets and the Use of Film for Propaganda
The importance of film as a tool of propaganda in the 
Soviet Union, especially after the October Revolution of 
1917, was acknowledged by the leaders of the Communist 
Party. Lenin recognized the power that an image on a movie 
screen had on an audience. His declaration that "Among all
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your arts the most important is that of the cinema" was a 
recognition of the great influence film had on the masses of 
the Soviet Union, especially in terms of educating the 
viewers with the Communist Party's doctrines (cited in 
Macdonald, 1974).
The Soviet film theorists and filmmakers who supported 
the Party were interested in editing as both a method of 
artistic expression and as a means of indoctrinating the 
masses. For example, a Soviet film director named Lev 
Kuleshov experimented with editing as a means of persuasion, 
but he was also concerned with the artistic values 
associated with the editing of a film. Pudovkin, who was 
strongly influenced by Kuleshov's ideas, explained 
Kuleshov's view of editing as a means of artistic 
expression:
Kuleshov maintained that the material in film work 
consists of pieces of film, and that the composition 
method is their joining together in a particular, 
creatively discovered order. He maintained that film 
art does not begin when the artists act and the various 
scenes are shot— this is only the preparation of the 
material. Film art begins at the moment when the 
director begins to combine and join together the 
various combinations; in different orders, he obtains 
differing results. (cited in Macdonald, 1974, p. 128). 
Kuleshov also experimented with audiences to determine the 
persuasive impact of editing on the viewers of films. One 
of his most famous experiments involved a series of visual
46
juxtapositions. Kuleshov shot a close-up of an actor with a 
neutral expression on his face. He then juxtaposed this 
same image with a number of various images, including shots 
of a bowl of soup, a coffin containing a woman's corpse, and 
a little girl playing. Giannetti (1972) noted the results: 
When these combinations were shown to audiences, they 
exclaimed at the actor's extraordinary expressiveness 
in portraying pensiveness, deep sorrow, and happiness 
respectively. . . .  In each of the three cases, the 
meaning wa^ expressed by the juxtaposition of two 
shots, not by the shots themselves. (p. 88)
Pudovkin"s Film Theory
Pudovkin ( 1 9 7 0 ’s) appreciation of Kuleshov's ideas was 
expressed in both print and film; Pudovkin was both a film 
theorist and a filmmaker. In fact, Pudovkin wrote one of 
the first important essays on the topic of "constructive 
editing." In his book, Film Technique and Film A c t i n g , 
Pudovkin provided his own description of the editing 
p r o c e s s :
Now, the film is not simply a collection of different 
scenes. Just as the pieces are b u H Lt up into scenes 
endowed, as it were, with a conne .L^d action, so the 
separate scenes are assembled into groups forming whole 
sequences. The sequence is constructed (edited) from 
scenes. (p. 71)
Pudovkin, like other Soviet filmmakers, referred to the 
editing process as "montage," which is derived from the 
French term "monter," meaning "to assemble." But Pudovkin
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had a particular view of montage; he believed that each shot 
in a montage sequence must be linked to those preceding and 
following it for one unified effect on the viewer. Pudovkin 
called this the "montage of linkage." Giannetti (1972) 
provided the basic tenets of Pudovkin's montage theory:
For Pudovkin, a sequence was not merely filmed, it was 
meticulously constructed. . . . Pudovkin built a scene 
from many separate shots, all juxtaposed for one 
unified effect. The environment of the scene was the 
major source of the images, though longs shots were 
rare. Instead, a steady series of close-ups--often of 
objects--provides the audience with the necessary 
associations to link together the overall meaning.
These juxtapositions can suggest emotional states, and 
even abstract ideas. (p. 88)
Pudovkin's method of "building" toward a "unified 
effect" with the juxtaposed shots in an edited sequence was 
demonstrated in his most famous film, M o t h e r . In many 
scenes, Pudovkin would juxtapose numerous shots in such a 
way that they contributed to a final emotional and 
intellectual effect. Cook (1981) described an example from 
the film M o t h e r :
As the sequence begins, ice cakes floating downriver 
are intercut with workers marching toward the factory 
and their heroic confrontation with the troops. As the 
river becomes more and more clogged with ice, the ranks 
of the workers swell, until they overflow the curbs of 
the street. The narrative function of the ice floes
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becomes apparent when we see that the river runs past 
the prison and will provide Pavel [the hero of the 
film] with the medium for his escape. He joins the 
marchers on the opposite bank by leaping across the ice 
floes . . . , but the metaphorical function of the
sequence reasserts itself as the floes smash suddenly 
and violently into the piers of a stone bridge--the 
very bridge upon which moments later the workers will 
clash head-on with the troops. (p. 185)
The bridge scene from Mother demonstrates how 
P u d o v k i n 's juxtaposition of images can build toward an 
intellectual effect. At the conclusion of the bridge scene, 
the viewer is left with two distinct impressions: first of 
all, sympathy for the martyrdom of the workers; secondly, an 
intellectual realization that the workers have been unjustly 
exploited. All of the details in the sequence have built 
toward this effect, as Cook (1981) noted: "The complex 
montage of the massacre itself, . . . provides an
emotionally gripping, revolutionary climax to an intensely 
affecting film" (p. 185).
I believe that this editing process is based on 
inductive reasoning, in the same way that the use of 
examples as logical proofs is based on induction. Earlier 
in the study, I defined the example (in terms of its use as 
a logical proof) as a method of establishing a general 
^position based on a number of similiar situations that 
support that general idea. Pudovkin's method of editing was 
based on the linking of related details into an edited
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sequence so that the viewer would arrive at a general 
conclusion; Andrew (1976) said "Pudovkin explicitly claimed 
that his purpose in editing was to lead the spectator step 
by step into accepting his dramatic understanding of an 
event" (p. 156). Thus, both the use of examples as logical 
proof and the montage of linkage seek to establish a general 
conclusion using particular details, and are thus compatible 
in the study of the logical appeal in the film sample.
Guidelines for Evaluating Montage by Linkage 
I will study the use of montage by linkage in the 
sample according to guidelines set forth by Pudovkin. These 
guidelines are all based on the idea that the shots in an 
edited sequence must share a common goal of conveying a 
certain idea to the spectator.
First of all, Pudovkin (1970) said that a filmmaker 
could edit by "contrast," He provided an example of this 
editing technique to describe the situation of a starving 
man by contrasting it with the situation of a rich man:
On just such a simple contrast relation is based the 
corresponding editing method. On the screen the 
impression of this contrast is yet increased, for it is 
possible not only to relate the starving sequence to 
the gluttony sequence, but also to relate separate 
scenes and separate shots of the scenes to one another, 
thus, as it were, forcing the spectator to compare the 
two actions all the time, one strengthening the other, 
(p. 76)
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Thus, in my study of contrast editing, I will look for how 
comparisons might be made between related situations through 
the combination of contrasting shots and sequences.
Pudovkin (1970) also suggested that the filmmaker may 
edit a scene using "parallelism" as a guide in the ordering 
of shots. This method depends on the parallel development 
of two seemingly unrelated situations that are connected by 
a single visual element that links the two in meaning. 
Pudovkin described such a sequence:
[A] working man, one of the leaders of a strike, is 
condemned to death; the execution is fixed for 5 a.m. 
The sequence is edited thus: a factory-owner, employer 
of the condemned man, is leaving a restaurant drunk, he 
looks at his wrist-watch: 4 o'clock. The accused is 
shown--he is being made ready to be led out. Again the 
manufacturer, he rings the doorbell to ask the time: 
4:30. The prison waggon [sic] drives along the street 
under heavy guard. The maid who opens the door--the 
wife of the cond^mned--is subjected to a sudden 
senseless assault. The drunken factory-owner snores on 
a bed, his leg with trouser-end upturned, his hand 
hanging down with wrist-watch visible, the hands of the 
watch crawl slowly to 5 o'clock. The workman is being 
hanged. (p. 76)
The watch is used as a means of linking the two situations 
in the bove example; the parallel development of two 
distinct scenes is thus linked visually and thematically. I 
will study how the filmmaker may have used parallel editing
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in the sample, based on the visual linkage of the scenes 
using symbolic elements like the watch.
Another method of editing that is available to the 
filmmaker is based on the use of symbolism. This type of 
editing is based on the combination of unrelated situations 
to create abstract meaning. To explain this concept, 
Pudovkin (1970) referred to the film Strike 1, which was 
directed by one of his fellow Russian filmmakers, Sergei 
Eisenstein. Pudovkin said that in the final scene in the 
film Strike 1. Eisenstein used editing by symbolism. In this 
sequence, the massacre of a group of workers is alternated 
visually with the on-camera slaughtering of a bull. These 
two unrelated situations are thus combined visually to make 
a metaphoric statement: "[just] as a butcher fells a bull 
with the swing of a pole-axe, so, cruelly and in cold blood, 
were shot down the workers" (Pudovkin, 1970, p. 77).
Pudovkin (1970) said that the filmmaker could also edit 
based on the simultaneity of actions. Pudovkin referred to 
films made in the United States to explain this concept: "In 
American films the final section is constructed from the 
simultaneous rapid development of two actions, in which the 
outcome of one depends cn the outcome of the other" (p. 77). 
An example of editing by simultaneity might present the hero 
of a film wrestling with a villain; at the same time, the 
heroine is tied to the train tracks, with a speeding train 
visible in the distance. Pudovkin said that this type of 
editing is "purely an emotional one" that forces the viewer 
to ask, "Will they be in time?" (p. 77). Thus, I will
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consider if the use of simultaneous actions in the sample 
are linked, according to their shared outcome.
Finally, Pudovkin (1970) said that a filmmaker could 
edit a scene in such a way that reiterates the main theme of 
the film; Pudovkin called this editing by "leit-motif."
This technique was based on presenting a single shot that 
reiterated the basic theme of the film's scenario. Pudovkin 
provided an example of this editing method:
In an anti-religious scenario that aimed at exposing 
the cruelty and hypocrisy of the Church in employ of 
the Tsarist regime, the same shot was several times 
repeated: a church-bell slowly ringing and, 
superimposed on it, the title: "The sound of bells 
sends into the world a message of patience and love." 
This piece appeared whenever the scenarist desired to 
emphasize the stupidity of patience, or the hypocrisy 
of the love thus preached. (p. 78)
Therefore, I will study how the filmmaker may reiterate a 
certain theme in the sample, based on the repeated 
presentation of a single image as the scene progresses.
In summary, I will use the guidelines set forth by 
Pudovkin to determine the editing methods employed by Martin 
Scorsese in the T axi Driver scene. Scorsese coordinated the 
presentation of all the individual acts of violence in the 
sample based on at least one, or more, of these methods of 
editing; he built his inductive logical appeal based on one 
of these methods. Since all of the methods that Pudovkin 
provided were based on the concept of montage by linkage,
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they are all means of conveying ideas to the viewer using an 
inductive method of reasoning, as I discussed earlier. 
Therefore, Pudovkin's guidelines will allow me to assess the 
structure of the logical appeal in the sample, based on the 
inducti/e rhetorical method of examples as a form of logical 
p r o o f .
I will now provide the results of my study of the 
s a m p l e .
CHAPTER III
RESULTS OF THE STUDY
In this section of the paper, I will provide a 
shot-by-shot description of the Taxi Driver scene I have 
chosen to study. Before beginning this account I will 
explain why I have chosen to study this particular scene and 
how it fits in with the rest of the film.
I have chosen to study the violent climax of Taxi 
Driver for one main reason: no other scene in the film has 
garnered as much recognition and as much criticism as this 
single scene. Jacobs (1980) provided an excellent example 
of such criticism:
. . . nothing prepares us fcr the delight in violence 
for its own sake . . . shared by character and director 
alike in the virtuoso climax. . . .  in this final scene 
we are not observers in the last hurrah; no, we are 
unwitting accomplices mercilessly subjected to [the 
main character's] shock therapy. We are not estranged, 
but implicated--and unjustly so. Here a pictorial 
affection for violent death gets out of control and 
dulls the impact of a still extraordinarily forceful 
psychological study, (p. 156) [Emphasis in text]
I have already noted Scorsese's reaction to such 
criticism in the introduction. He suggested that he wanted 
the audience to condone, and then reject, the onscreen
54
55
violence. This persuasive goal provided the impetus for my 
study.
A Summary of the Action in the Sample
The climax of Taxi Driver is fairly simple to summarize 
in terms of its basic sub-plot within the film. In this 
scene, the taxi driver named Travis Bickle (played by Robert 
De Niro) travels to the brothel where a child prostitute 
named Iris (Jodie Foster) resides. Travis intends to 
"rescue" Iris from her pimps, including a pimp, nick-named 
"Sport" (Harvey Keitel), who has encouraged Iris to remain 
at the brothel and not return home to her parents.
When Travis arrives at the brothel, he shoots Sport 
outside of the building and proceeds inside. He confronts 
the first pimp (whom I shall hereon refer to as Pimp #1) and 
shoots and destroys one of the man's hands with a .44 magnum 
pistol. Before he can mount the stairs to Iris' room,
Travis is shot by Sport, who has dragged himself into the 
building from the outside. Travis finally kills Sport in 
the hallway of the brothel.
Travis proceeds up the stairway +-3 Iris' room, dogged 
by the bleeding, yelling figure of Pimp #1. As he finally 
arrives at the door to Iris' room, the second pimp (Pimp #2) 
opens the door of Iris' room and shoots Travis in the arm. 
Travis falls tc the floor in shock. Suddenly, he pulls 
another gun out of his sleeve and shoots Pimp #2 repeatedly; 
Pimp #2 falls backward through the doorway into Iris' room. 
Iris cringes in a corner and screams as Travis enters her 
room with Pimp #1 still trying to hold him back. Travis
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eventually falls to the floor,, impales Pimp #l's hand with a 
hunting knife and shoots the man in the head with Pimp #2's 
g u n .
Finally, Travis tries to shoot himself in the head with 
the gun, but, finding that he is out of ammunition, lifts 
himself off the floor and sits on the couch in the room.
The scene ends with three policemen appearing at the door to 
the room, and the camera retreats back down the stairs and 
into the street, where a crowd of people has gathered with 
the police and ambulance attendants.
A Summary of the Film's Plot
This scene is the end result of a psychological process 
that has developed throughout the film. Travis, in the 
beginning of the film, is an ex-Marine who is searching for 
a sense of purpose in his civilian life. He frequents 
all-night porno houses because he can't sleep at night.
When he takes the job of a taxi driver, he does so with the 
reasoning that if he's going to be up all night, "I might as 
well get paid for it."
As the film progresses, Travis tries to establish a 
relationship with a presidential campaign worker named Betsy 
(Cybill Shepherd). This attempt fails when he takes her to 
a porno film on their first date; she rejects him completely 
from thereon.
Travis' psychological deterioration accelerates with 
this rejection; he purchases a bag of guns from a 
black-market dealer and begins an intense physical training
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program. His goal is to kill the candidate Betsy is working 
for. He now has a purpose in life.
When the assassination attempt fails, Travis decides to 
"rescue" Iris, the child prostitute whom Travis has 
encountered on the street many times throughout the film.
His efforts to save her from the pimps are proclaimed heroic 
by the newspapers; he becomes a media hero in the film's 
conclusion. His transformation into a political assassin 
serves an unlikely purpose after all.
The violent conclusion thus serves as an emotional 
safety valve for Travis; since he can't kill Betsy's hero, 
he will kill Iris' captors. As I will discuss later, the 
emotional appeal of this conclusion is also intense for the 
v i e w e r .
A Shot-by-Shot Description of the Scene
In my shot-by~shot description, I will include such 
aspects as: shot duration; camera position; transitions 
between shots; movement of the camera; movement of the 
characters. All of these factors are relevant to my visual 
a n a l y s i s .
The entire scene is approximately eight minutes and 
eight seconds in total length. There are also 71 shots in 
the scene.
I will begin my description of each one of these shots 
with a brief summary of the content of the shot.
Shot 1
Content of s h o t : Travis is shown driving his taxi cab
toward the brothel where Iris resides.
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Type of s h o t : mediua shot. We see Travis through the 
windshield. He is facing the camera; the camera is mounted 
on the front of the cab.
External movement of c a m e r a : n o n e .
Movement of c h aracter(s ): Travis is almost motionless.
Transition to next s h o t : match cut.
Shot 2
Content of s h o t : From the position of a person on the 
sidewalk, we see Travis' cab drive past a potential customer 
who is signalling ha wants a ride.
Duration of s h o t : four seconds.
Type of s h o t : long shot.,
Movement of c a m e r a : camera pans from left to right, 
following taxi cab.
Movement of c h aracterf s ): The waving arm of a customer 
who moves into street to get Travis' attention is the most 
significant character movement in this shot.
Transition to next s h o t : match cut.
Shot 3
Content of s h o t : We see another shot of Travis behind 
steering wheel of taxi cab, staring past the camera with a 
blank expression on his face.
Duration of s h o t : 2 seconds.
Type of s h o t : medium shot.
Movement of c a m e r a : none. It is once again mounted on
Duration of shot (approx.): three seconds.
the front of the cab.
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Movement of ch a r a c t e r (s ): none. Travis sits immobile 
behind the steering wheel.
Transition to next s h o t : match cut.
Shot 4
Content of s h o t : Travis maneuvers his cab around a 
large truck in his lane of the street.
Duration of shot : 2 seconds.
Type of shot : long shot. Looking over Travis' shoulder 
we see the truck in front of the cab through the windshield.
Movement of c a m e r a : n o n e .
Movement of c h a r a c t e r ( s ): Travis' only movement is 
apparent when his arms move as he steers around the truck.
Transition to next s h o t : Match cut.
Shot 5
Content of s h o t : Travis parks his taxi in the street in 
front of the brothel. He gets out of the cab, walks across 
the street, and begins a conversation with Sport, who is 
standing in a doorway to one of the buildings on the street. 
Travis verbally provokes Sport, who reacts by throwing his 
lit cigarette at Travis' jacket and delivering a kick to 
Travis' leg. Travis pulls a gun out of his pocket and 
shoots Sport in the stomach. After the shooting, Travis 
walks toward the entrance to the adjacent building where 
Iris is living. He sits down on the steps.
Duration of s h o t : 1 minute, 34 s e c o n d s .
Type of shot: long s h o t .
Movement of c a m e r a : camera pans from left to right 
following Travis toward Sport's position in the doorway.
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After the shooting, the camera pans from right to left 
following Travis toward the adjacent building where Iris is 
located. The camera stops moving once Travis sits down on 
the steps in front of the building.
Movement of ch a r a c t e r (s ): virtually the same as the 
camera movement across the frame. Travis moves in a 
left-to-right direction, and then retreats back across the 
frame in a right-to-left movement.
Transition to next s h o t : match cut.
Shot 6
Content of s h o t : Travis ascends the stairs and enters 
the brothel.
Duration of s h o t : 6 seconds.
Type of s h o t : long shot from a low-angle position.
Movement of c a m e r a : camera tilts up to follow Travis up 
s t a i r s .
Movement o f cha r a c t e r (s ): Travis enters frame from 
right side and ascends vertically up the stairway.
Transition to next s h o t : match cut.
Shot 7
Content of s h o t : The taxi driver travels down a dark 
hallway toward Pimp #1. Travis pulls out a gun and points 
it at the pimp.
Duration of s h o t : 4 seconds.
Type of s h o t : medium shot, with camera looking over the 
shoulder of Travis as he travels down the hallway.
Movement of c a m e r a ; camera tracks behind Travis as he 
approaches Pimp #1. The camera tilts up from a shot of
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Travis' legs to Pimp #1, who is visible over Travis' 
s h o u l d e r .
M ovement of c h a racter(s ): Travis walks into the frame 
away from the camera toward Pimp #1, giving the shot a 
three-dimensional effect.
Transition to next s h o t : match cut.
Shot 8
Content of the s h o t : Pimp #1 reacts with shock as 
Travis fires and the pimp's hand explodes with the impact of 
the s h o t .
Duration of the s h o t : 1 second.
Type of s h o t : close-up of Pimp #1.
Movement of c a m e r a : camera is stationary.
Movement of c h aracter(s ): Pimp #l's body shudders with 
the impact of the gunshot.
Transition to next s h o t : match cut.
Shot 9
Content of s h o t : Travis is splattered with blood, and 
he reacts to the pimp's hand exploding with a disgusted 
expression on his face.
Duration o f shot: 1 second.
Type of shot: close-up of Travis.
Movement of c a m e r a : camera is stationary.
Movement of cha racter (s ): Travis pulls his body back 
from the camera as he is splattered with blood.
Transition to next s h o t : cutaway.
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Content of s h o t : We see a brief shot of the stairway to 
Iris' door as the sound of the gunshot echoes through the 
building.
Duration of s h o t : 1 second.
Type of s h o t : long shot from a low-angle position. 
Movement of c a m e r a : camera is stationary.
Movement of c h aracter(s ) : no characters in frame. 
Transition to next s h o t : match cut.
Shot 11
Content of s h o t : We see the door to Iris' room.
Duration of s h o t : 1 second.
Type of s h o t : long shot.
Movement of c a m e r a : camera is stationary.
Movement of character(s ): no characters in frame. 
Transition to next s h o t : match cut.
Shot 12
Content of s h o t : Another shot of door to Iris' room, 
this time from a closer position than in shot 11.
D u ration of s h o t : 1 second.
Type of s h o t : medium shot of mid-section of door. 
Movement of c a m e r a : camera is stationary.
Movement of characte r (s ): no characters in frame. 
Transition to next s h o t : match cut.
Shot 13
Content of s h o t : Iris reacts in surprise and fear to 
the sound of the shot, and she turns her face away from Pimp 
#2 toward the camera and the door.
Shot 10
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Duration of s h o t : 1 second.
Type of s h o t : close-up of Iris.
Movement of c a m e r a : camera is stationary.
Movement of cha r a c t e r (s ): Iris twists her head from 
right to left to look past the camera toward the door.
Transition to next s h o t : match shot.
Shot 14
Content of s h o t : another shot of Travis reacting in 
disgust to Pimp # l ’s injury.
Du r ation of s h o t : 1 second.
Type of s h o t : close-up of Travis.
Movement of c a m e r a : camera is stationary.
\nt o f character (s) : Travis does not display any 
notice^bl.. * hysical movement.
Transition to next s h o t : match cut.
Shot 15
Content of s h o t : Travis again points his gun at Pimp 
#1, but he is startled when he is shot in the neck by an 
unseen assailant.
Duration of s h o t : 3 s e c o n d s .
Type of s h o t : close-up of Travis. The camera looks 
over his shoulder when he points the gun and pulls back for 
a close-up of Travis' face when he is shot.
Movement of c a m e r a : camera pulls back toward viewer to 
record Travis' reaction to the gunshot.
Movement of character (s ): Travis, his back to the 
camera, turns left to face the camera in search of the 
person shooting at him.
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Shot 16
Content of s h o t : Sport is shown leaning against a wall, 
firing his gun past the camera.
Duration of s h o t : 1 second.
Type of s h o t : camera zooms in from a medium shot to a 
close-up of Sport.
Movement of c a m e r a : camera lens zooms forward toward 
S p o r t .
Movement of c h aracter(s ): Sport's arm shudders from the 
gun's recoil.
Transition to next s h o t : match cut.
Shot 17
Content of s h o t : Travis, facing camera, aims his gun 
(to the left of the camera) at Sport and fires.
Du r ation of s h o t : 1 second.
Type of s h o t : Once again, camera zooms in from a medium 
shot to a close-up.
M o v ement of c a m e r a : camera zooms in for Travis' 
r e a c t i o n .
M o vement of cha r a c t e r (s ): Travis lifts gun in vertical 
movement and fires to the left of the camera.
Transition to next s h o t : match cut.
Shot 18
Content of s h o t : Sport reacts in pain to the gunshot he 
receives, and he falls back away from camera to the floor.
Duration of the shot: 5 seconds.
Transition to next shot: match cut.
Type of s h o t : medium shot.
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Movement of c a m e r a : camr-ra tilts down toward floor and 
follows Sport as he falls.
Movement of charac t e r (s ): Sport falls aways from the 
camera against a door behind him, breaks the window in the 
door, then falls vertically down to the floor.
Transition to next shot.: match cut.
Shot 19
Content of s h o t : We see a gun falling to Travis' feet, 
then camera tilts up and Travis turns back to Pimp #1, who 
is leaning on a wall behind him.
Duration of s h o t : 3 s e c o n d s .
Type of s h o t : close-up of gun falling to floor, and 
then another close-up of Travis' facial expression, as he 
turns to Pimp #1.
Movemexxt of c a m e r a ; camera tilts up from floor to eye 
level with Travis.
Movement of c h aracter(s ): T r a v i s ’ gun falls vertically 
to floor, and Travis turns left to face Pimp #1 with his 
back to the camera.
T r a n s ition to next shot: match c u t .
Shot 20
Content of the sh o t : Travis turns away from Pimp #1 and 
walks down the hallway to where Sport has fallen. Travis 
shoots him again.
Dura tion of sho t : 12 seconds.
Type of s h o t : a long shot taken from a high angle.
Movement of c a m e r a : camera is stationary.
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Movement of chare.cter(s ): Travis walks away from Pimp 
#1 and the camera down the hall to Sport. After shooting 
Sport, he returns to the position of Pimp #1.
Transition to next s h o t : match cut.
Shot 21
Content of s h o t : Travis approaches camera and Pimp #1, 
who is standing in front of the stairway. Travis shoots at 
Pimp #1 again and misses.
Duration of s h o t : 3 seconds.
Type of s h o t : another long shot taken from a high 
a n g l e .
Movement of c a m e r a : camera tilts down slightly as 
Travis approaches and enlarges in the frame.
Movement o f c h aracter(s ): Travis begins ascent up the 
stairs toward the camera's position.
T ransition to next shot: match cut.
Shot 22
C o n tent of shot: Travis travels up the stairs, followed 
by Pimp #1, who tries to stop him.
Duration of s h o t : 6 seconds.
Type of sh o t : As Travis approaches camera and walks 
past it, shot changes from a long shot to a close-up to a 
long shot once again.
M o vement of c a m e r a : camera pans left to right following 
T r a v i s .
M o v ement of ch a r a c t e r (s ): Travis travels up the stairs 
toward the camera. He passes it and climbs an adjacent 
flight of stairs away from the camera.
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Shot 23
Content of s h o t : Once again, Pimp #1 is shown trying to 
hold Travis back from going up the stairs to Iris' room.
Duration of s h o t : 2 seconds.
Type of s h o t : medium of shot of Pimp #1, taken from a 
high-angle position on the stairway.
Movement of c a m e r a : camera pans to the left of the 
frame to follow Pimp #1.
Movement of c h a racter(s ) : Pimp #1 moves up the stairs 
toward the camera's position above him on the stairway.
Transition to next s h o t : match cut.
Shot 24
Content of s h o t : Travis turns around and points his gun 
toward Pimp #1, but he keeps moving up the stairs in a 
backward motion with Pimp #1 following him.
Duration of s h o t : 5 seconds.
Type of s h o t : a long shot taken from a low angle.
Movement of c a m e r a : camera is stationary.
M ovement o f character (s ): Travis backs up and away from 
the camera and Pimp #1.
Transition to next s h o t : cutaway.
Shot 25
Content of the s h o t : In a close-up taken inside her 
room, we see Iris' frightened reaction to the commotion in 
the hallway in front of her door (this shot is the same as 
shot 13).
Duration of the shot: 2 seconds.
Transition to next shot: match cut.
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Type of s h o t : close-up.
Movement of c a m e r a : camera is stationary.
Movement of cha r a c t e r (s ): Iris, her back to the camera, 
turns from left to right to look past camera to the door.
Transition to next s h o t : match cut.
Shot 26
Content of s h o t : Again, we see Travis backing away from 
camera up the stairs toward Iris' room.
Duration of s h o t : 2 seconds.
Type of s h o t : medium shot of Travi§, taken from a low 
a n g l e .
Movement of c a m e r a : camera is stationary.
Movomont of a h w a c t c t i  ia) . Travis moves away rrom the 
camera and up the stairs. He also shifts from the right 
side of the frame to the left side of the frame.
Transition to next s h o t : cutaway.
Shot 27
Content of s h o t : From a high-angle position, we see the 
door to Iris's room opening, and Pimp #2 appears. He pulls 
a gun out of his jacket.
Duration of s h o t : 2 s e c o n d s .
Type of s h o t : long shot, taken from a high angle.
Movement of c a m e r a : camera is stationary.
Movement of cha r a c t e r (s ): Pimp #2 opens door into frame 
and away from camera as he pulls out a gun.
Transition to next s h o t : cutaway.
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Shot 28
Content of the s h o t : Travis is shown aiming his gun 
down the stairway at Pimp #1. Travis is not yet aware that 
Pimp #2 is about to appear.
Duration of the s h o t : 2 seconds.
Type of s h o t : a high-angle close-up shot of Travis as 
he aims gun down stairway at Pimp #1.
Movement of the c a m e r a : camera pans to the left with 
T r a v i s .
Movement of the c h aracter(s ): Travis backs toward 
camera and to the left of the camera.
Transition to the next s h o t : match cut.
Shot 29
Content of the s h o t : Pimp #2 steps cut of the doorway 
to Iris' room, approaches Travis, and shoots Travis in the 
left arm.
Duration of the s h o t : 2 seconds.
Type of s h o t : medium shot taken from a high angle.
Movement of c a m e r a ; camera pans left to right.
M o v ement o f cha r a c t e r (s ): Pimp #2 moves from left to 
right in the frame and fires gun at Travis.
Transition to next s h o t : match cut.
Shot 30
Content of s h o t : Travis reacts to the shot by dropping 
the gun he was aiming at Pimp #1.
Duration of the s h o t : 1 second.
Type of s h o t : close-up of Travis' arm as he drops the
gun.
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Movement of the c a m e r a : camera tilts down, following 
gun to the floor.
Movement of the cha r a c t e r (s ) : The only motion in the 
frame is of the gun falling to the floor.
Transition to next s h o t : match cut.
Shot 31
Content of s h o t : Travis' gun falls down the stairs past 
the feet of Pimp #1.
Duration of the s h o t : 2 seconds.
Type of s h o t : medium shot of gun falling down stairs.
Movement of c a m e r a : camera pans from left to right 
following gun.
Movement of c h a racter(s ): The gun falls down the stairs 
in a left-to-right direction across the film frame.
Transition to next s h o t : match cut.
Shot 32
Content of s h o t : Travis falls back against the wall, 
sliding downward to a sitting position on the floor as he 
reacts to the gunshot.
Duration of s h o t : 2 seconds.
Type of s h o t : medium shot, taken from a high-angle 
position above Travis.
Movement of c a m e r a : camera tilts downward following 
Travis to the floor.
Movement of the c h a r a c t e r (s ) : Travis falls down in a 
vertical motion in the frame.
Transition to the next shot: match cut.
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Shot 33
Content of the s h o t : Travis suddenly pulls a gun out of 
his sleeve and aims it at Pimp #2.
Duration of the s h o t : 1 second.
Type of s h o t : a close-up shot of Travis' arm as he 
reveals the gun.
Movement of the c a m e r a : camera is stationary.
Movement of the c h a racter(s ): Travis' arm suddenly 
waves across the frame in a right-to-left motion.
Transition to the next s h o t : match cut.
Shot 34
Content of s h o t : Travis aims and fires his gun at Pimp
# 2 .
Duration of s h o t : 1 second.
Type of s h o t : a close-up of Travis, taken from a high 
a n g l e .
Movement of c a m e r a : camera is stationary.
Movement of character(s ): Travis's arm shudders from 
the gun's recoil.
Transition to next s h o t : match cut.
Shot 35
Content of the s h o t : Pimp #2 reacts in surprise to the 
gunshots, which strike him in the face.
Duration of the s h o t : 1 second.
Type of s h o t : medium shot of Pimp #2.
Movement of the c a m e r a : camera is stationary.
M o vement of the character (s ): Pimp #2's body shudders
slightly as he is shot.
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Shot 36
Content of the s h o t : Once again, we see Pimp # 2 ' s 
reaction to the shots striking his body, this time from a 
closer camera position.
Duration of the s h o t : 1 second.
Type of s h o t : close-up of Pimp #2.
Movement of c a m e r a : camera is stationary.
Movement of character(s): Pimp #2 backs away slightly 
from the camera as he receives more gunshots.
Transition to next s h o t : match cut.
Shot 37
Content of s h o t : Travis is again shown firing past the 
camera at Pimp #2.
Duration of s h o t : 1 second.
Type of s h o t : close-up of Travis from a high-angle 
p o s i t i o n .
Movement of c a m e r a : camera is stationary.
Movement of c h aracter(s ) : Travis' arm shudders from the 
gun's recoil.
Transition to the next s h o t : match cut.
Shot 38
Content of the s h o t : Pimp #2's facial expression 
changes from surprise to fear as he realizes he has been 
s h o t .
Duration of s h o t : 1 second.
Type of s h o t ; medium shot of Pimp #2.
Movement of the c a m e r a : camera is stationary.
Transition to next shot: match cut.
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M o v ement of the cha r a c t e r (s ): Pimp #2 holds his arms up 
in the air, pointing to the top of the frame, and he wavers 
from left to right across the frame.
T ransition to next s h o t : match cut.
Shot 39
Content of s h o t : Travis continues firing from his 
position on the floor.
Duration of the s h o t : 1 second.
Type o f shot: long shot of Travis firing at Pimp #2, 
from a high-angle position.
Movement of the c a m e r a : camera is stationary.
Movement of the cha r a c t e r (s ): Pimp #2 falls away from 
Travis' position, shifting from right to left in the frame.
Transition to next s h o t : match cut.
Shot 40
Content of s h o t : Pimp #2 falls back through the doorway 
into Iris' room.
Duration of s h o t : 4 seconds.
Type of s h o t : medium shot of Pimp #2 as he falls away 
from the camera.
Movement of c a m e r a : camera tracks forward toward Pimp
# 2 .
Movement of cha r a c t e r (s ): Pimp #2 backs away from 
camera and falls through the doorway of Iris' room.
Transition to next s h o t : match cut.
Shot 41
Content of s h o t : Pimp #2 falls back through the doorway
and to the floor in Iris' room.
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Type of s h o t : long shot, taken from a high-angle 
position.
Movement of c a m e r a : camera pans from right to left 
following Pimp #2's movement.
Movement of c h aracter(s ): Pimp #2 falls across frame 
from right to left.
Transition to next s h o t : match cut.
Shot 42
Content of s h o t : Iris reacts in terror as Pimp #2 falls 
to her feet.
Duration of s h o t : 3 seconds.
Type of sho t : long shot of Iris through doorway.
Movement of c a m e r a : camera tilts downward from Iris' 
reaction to Pimp #2, who is on the floor in front of her.
Movement of cha r a c t e r (s ): Iris stands almost immobile 
against a window frame as Pimp #2 falls toward her.
Transition to next s h o t : match cut.
Shot 43
Content of s h o t : Travis gets up from his position on 
the hallway floor and enters Iris' room. Pimp #1 approaches 
him from behind and tries to hold him back.
Duration of s h o t : 9 seconds.
Type of s h o t : close-up of Travis as he stands up and 
enters the room.
Movement of c a m e r a : camera tilts up with Travis as he 
stands up, and then it tracks back as he enters room and 
approaches camera position.
Duration of s hot: 2 seconds.
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Movement of c h a racter(s ): Travis gets up from floor and 
walks toward camera; he holds his hand over the wound on his 
neck as he does this.
Transition to next s h o t : match cut.
Shot 44
Content of s h o t : Pimp #1 throws his arms over Travis' 
shoulders and tries to stop him from entering Iris' room.
Duration of s h o t : 6 seconds.
Type of s h o t : close up of Travis and Pimp #1.
Movement of c a m e r a ; camera pans from left to right 
following Travis and Pimp #1.
Movement of character(s ): Travis moves past camera 
position left to right across film frame, with Pimp #1 
holding on to his shoulders.
Transition to next s h o t : match cut.
Shot 45
Content of s h o t : Iris moves away from Pimp #2 ' s body 
and screams as Travis and Pimp #1 enter room.
Duration of s h o t : 1 second.
Type of s h o t : medium shot of Iris.
Movement of c a m e r a : camera tilts downward as she looks 
down and steps across Pimp #2's body.
Movement of c h aracter(s ): Iris backs away from camera 
and looks to the floor as she moves away.
Transition to next s h o t : match cut.
Shot 46
Content of s h o t : Travis drags Pimp #1 into the room 
with him and both men fall to the floor.
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Type of s h o t : long shot of Travis and Pimp #1.
Movement of c a m e r a : camera pans from left to right 
following Travis, then it tilts downward as Travis and Pimp 
#1 fall to floor.
Movement of cha r a c t e r (s ): Travis enters the frame from 
right to left and then falls to the bottom of the frame with 
Pimp #1.
Transition to next s h o t : match cut.
Shot 47
Content of s h o t : We see Iris' frightened reaction to 
the struggle between Travis and Pimp #1.
Duration of s h o t : 1 second.
Type of s h o t : close-up of Iris.
Movement of c a m e r a : camera pans from left to right.
Movement of c h aracter(s ) : Iris moves back from camera 
and shifts from left to right across frame.
Transition to next shot: match cut.
Shot 48
Content of s h o t : With both men struggling on the floor, 
Pimp #1 strikes Travis with his unwounded hand.
Duration of s h o t : 1 second.
Type of s h o t : close-up of Travis and Pimp #1, from a 
low-angle position on the floor.
Movement of c a m e r a : camera is stationary.
M o v ement o f ch a r a cter (s ): Pimp #1 is on top of Travis, 
striking the taxi driver in a downward motion in the frame. 
Travis lifts his arm in an upward motion to shield himself.
Duration of shot: 4 seconds.
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Shot 49
Content of shot: Travis reaches for a knife strapped to 
his boot.
Duration of s h o t : 2 seconds.
Type of s h o t : long shot of Travis and Pimp #1 on floor, 
with Iris visible in the background.
Movement of c a m e r a : camera is stationary.
Movement of c h aracter(s ) : Pimp #1 continues striking 
Travis in a downward motion in the frame, while Travis 
reaches from left to right in the frame toward the knife in 
his boot.
Transition to next s h o t : match cut.
Shot 50
Content of s h o t : Travis reaches for the knife strapped 
to his boot as he struggles with Pimp #1.
D u r a tion of shot: 3 seconds.
Type of s h o t : close-up of Travis' forearm reaching 
toward his boot.
Movement of camera : camera pans from left to right 
following Travis' hand.
Movement o f cha r a c t e r (s ): Travis' arm reaches from left 
to right across the film frame toward the knife.
Transition to next s h o t : match cut.
Shot 51
Content of s h o t : Travis pulls the knife from his boot 
and stabs the remaining hand of Pimp #1.
Transition to next shot: match cut.
Duration of s hot: 1 second.
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T\i'.a of shot: close-up of Travis stabbing Pimp #1, shot 
from a low-angle position.
Movement of Cctmera: camera is stationary.
Movement of c h aracter(s ): Travis swings the knife from 
the bottom to the top of the frame and stabs Pimp #l's hand 
in the upper portion of the frame.
Transition to next s h o t ; match cut.
Shot 52
Content of s h o t : Pimp #l's reaction to the stabbing is 
reflected in the grimace of pain that appears on his face.
D u ration of s h o t : 1 second.
Type of s h o t : close-up of Pimp #l's facial expression.
Movement of c a m e r a : camera is stationary.
M ovement of c h a racter(s ): Both Travis and Pimp #1 are 
almost motionless as the latter reacts to the stabbing.
Transition to next s h o t : match cut.
Shot 53
Content of s h o t : Iris watches the stabbing and screams 
in terror.
Duration o f shot: 1 second.
Type of s h o t : close-up of Iris' facial expression.
M ovement of camera: camera is stationary.
M o vement of cha r a c t e r (s ): Iris pulls back from camera 
slightly.
Transition to next s h o t : match cut.
Shot 54
Content of s h o t : Travis gets up off the floor and picks 
up the gun still held in the hand of Pimp #2.
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Type of s h o t : close-up of Travis as he gets up and 
reaches for the gun.
Movement of c a m e r a : camera tilts up as Travis gets up 
and tilts down as he reaches for the gun.
Movement of c h aracter(s : Travis gets up vertically in 
rhe frame and then reaches back down to the bottom of the 
frame to the gun.
Transition to next s h o t : match cut.
Shot 55
Content of s h o t : Pimp #1 backs into a corner between 
the couch and the wall, and his frightened facial 
expression indicates he knows he is trapped.
Duration of s h o t : 1 second.
Type of s h o t : close-up of Pimp #1.
Movement of c a m e r a : camera zooms in for a close-up of 
Pimp #l's facial reaction.
Movement of c h aracter(s ): Pimp #1 backs away from 
camera against wall and lifts himself up off the floor a 
short distance vertically in the frame.
Transition to next s h o t : match cut.
Shot 56
Content of s h o t : Travis presses the gun against Pimp 
#1's h e a d .
Duration of s h o t : 1 second.
Type of s h o t : medium shot of Travis with gun. to Pimp 
#l's head. Travis has his back to the camera and Pimp #1 is 
facing camera.
Duration of shot: 3 seconds.
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Movement of c a m e r a : camera is stationary.
Movement of c h a racter(s ): The only movement in the 
frame is that of Iris, who is in the background and turns 
her head toward the camera to watch what is about to happen.
Transition to next s h o t : match cut.
Shot 57
Content of s h o t : Travis, with the gun to the head of 
Pimp #1, fires the weapon.
Duration of s h o t : 2 seconds.
Type of s h o t : medium shot of Travis kneeling on the 
floor and Pimp #1 sitting against wall. Iris briefly sits 
on the couch.
Movement of c a m e r a : camera is stationary.
Movement of character(s ) : After the shot, Iris gets up 
from the couch screaming and exits the frame to the right.
Transition to next s h o t : match cut.
Shot 58
Content of s h o t : Iris returns to her hiding place 
behind the arm of the couch. She is crying.
Duration of s h o t : 9 seconds.
Type of s h o t : close-up of Iris kneeling behind the arm 
of the couch.
Movement of c a m e r a : camera pans from left to right with 
Iris. It pans left once again when Iris looks back to 
T r a v i s .
Movement of cha r a c t e r (s ): Iris moves left to right in 
f r a m e .
Tt n s Ltion bo next s hot: match c u t .
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Shot 59
Content of s h o t : Travis puts the gun he is holding to 
his own head and pulls the trigger. Nothing happens. Then 
he pulls another gun out of his sleeve and pulls the trigger 
to see if it is loaded. It is not. Travis lifts himself 
off the floor and onto the couch. He leans his head back 
and looks at the ceiling.
Duration of s h o t : 50 seconds.
Type of s h o t : medium shot.
Movement of c a m e r a : camera pans from left to right with 
T r a v i s .
Movement of c h a racter(s ): Travis lifts himself 
vertically and then moves left to right in the frame, until 
he is seated on the couch.
Transition to next s h o t : match cut.
Shot 60
Content of s h o t : A police officer slowly enters the 
doorway of the room and points gun past camera at Travis.
Duration of s h o t : 6 seconds.
Type of s h o t : medium shot of policeman in doorway.
Movement of c a m e r a : camera is stationary.
Movement of characte r (s ): The policeman approaches the 
camera from left to right in the frame.
Transition to next s h o t : match cut.
Shot 61
Content of s h o t : The policeman points his gun at
Travis. Travis lifts his head and set : him.
Duration of shot: 9 seconds.
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Type of s h o t : long shot, over the shoulder of the 
policeman toward Travis on couch. The policeman is in the 
foreground and Travis is in the background.
Movement of c a m e r a : camera is stationary.
Movement of c h aracter(s ): The only noticeable movement 
is Travis lifting his head vertically in the frame.
Transition to next s h o t : match cut.
Shot 62
Content of s h o t : Travis raises his hand, covered in 
blood, to his head. He smiles, pretends it is a gun, and 
pulls the trigger three times.
Duration of s h o t : 34 seconds.
Type of s h o t : close-up, first of Travis' hand, then his
face.
Movement of c a m e r a : camera tilts up and follows Travis' 
hand as he presses it against his head.
Movement of ch a r a c t e r (s ): Travis lifts hand up 
vertically in the frame to his head.
Transition to next s h o t : match cut.
Shot 63
Content of s h o t : From a high-angle position looking 
straight down on Travis, who has rested his head back and is 
once again looking at the ceiling, the camera slowly tracks 
over Travis, the bodies of the pimps, and over the heads of 
the three policemen in the doorway. The camera continues on 
into the hallway.
Duration of shot: 46 seconds.
Type of s h o t : long shot from an overhead position.
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Movement of c a m e r a : camera slowly tracks to the left of 
the frame and then down vertically.
Movement of c h aracter(s ): no noticeable movement.
Transition to next s h o t : dissolve.
Shot 64
Content of s h o t : camera moves down hallway and we see 
blood on the walls.
Duration of s h o t : 6 seconds.
Type of s h o t : medium shot of wall.
Movement of c a m e r a : The camera slowly tracks down the 
stairway in a backward motion, so that we can see the walls 
as if we were looking back while the camera carried us down 
the stairs.
Movement of c h aracter(s ): no characters in sight.
Transition to next s h o t : dissolve.
Shot 65
Content of s h o t : The camera, now looking forward, 
tracks down the stairs and pauses briefly where Travis' gun 
rests. Then, the camera continues its movement forward.
Duration of s h o t : 8 seconds.
Type of s h o t : close-up of gun.
Movement of c a m e r a : The camera tracks forward to reveal 
Travis' gun. Then, the camera moves on.
Movement of c h aracter(s ): no characters in frame.
Transition to next s h o t : dissolve.
Shot 66
Content of shot: The camera scans another blood-stained
wall in the hallway.
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Duration of s h o t ; 6 seconds.
Type of s h o t : close-up of blood stains on wall.
Movement of c a m e r a : The camera tracks from left to 
right in the frame as it continues down hallway.
Movement of c h a racter(s ): no characters in frame.
Transition to next s h o t : dissolve.
Shot 67
Content of s h o t : The camera moves in to reveal another 
of Travis' guns, in this case, the one he used to shoot 
Sport and subsequently dropped on the floor. There are 
drops of blood beside it.
Duration of s h o t : 6 seconds.
Type of s h o t : ciose-up of gun. The camera lens zooms 
in on the gun.
Movement of c a m e r a : The camera tracks forward 
vertically in the frame.
Movement of cha r a c t e r (s ): no characters in the shot.
Transition to next shot: dissolve.
Shot 68
Content of s h o t : The camera tracks toward the legs of 
Sport, who is sprawled on the floor of the hallway.
Duration of s h o t : 6 seconds.
Type of s h o t : close-up of lower half of Sport's body.
Movement of c a m e r a : The camera tracks forward, moving 
in a vertical motion in the frame.
Movement of cha r a c t e r (s ): Sport's body is motionless.
Transition to next shot: dissolve.
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Content of s h o t : The camera tracks over Sport's lower 
body to his hand, which still holds a gun in its grasp.
There is a ring on one of his fingers, which has a stone 
that looks like a human eye.
Duration of s h o t : 10 seconds.
Type of s h o t : close-up of Sport's hand.
Movement of c a m e r a : Again, the camera tracks forward in 
an upward motion in the frame.
Movement of c h aracter(s ): Sport is motionless.
Transition to next s h o t : dissolve.
Shot 70
Content of s h o t : The camera continues its movement over 
the upper half of Sport's body. Sport's white shirt is 
bloodstained.
Duration of s h o t : 5 seconds.
Type of s h o t : close-up of Sport's upper body.
Movement of c a m e r a : The camera continues its forward 
movement based on a vertical motion in the frame.
Movement of cha r a c t e r (s ): Sport remains motionless.
Transition to next s h o t : dissolve.
Shot 71
Content of s h o t : Now outside of the building, the 
camera pans from the doorway to the people, police and 
ambulance attendants gathered in the street.
Duration of s h o t : 1 minute, 8 seconds.




Movement of c a m e r a : The camera pans from right to left, 
from doorway to street. As it reaches the street, the 
camera slowly tracks back to capture the action in the 
street.
Movement of c h aracter(s ): People are moving in various 
directions in the street. The most significant movements 
outside of the building are exhibited by a police car, which 
slowly drives toward the camera's position, and by a pair of 
ambulance attendants, who rush from left to right across the 
screen toward the building's doorway, contrary to the right 
to left motion of the camera away from the building.
CHAPTER IV
APPLICATION AND DISCUSSION 
An Assessment of the Ethos Appeal in the Sample
Having provided a shot-by-shot description of the film 
sample, I will now explain how Scorsese appealed to the 
viewer of Taxi Driver using the modes of persuasion. I will 
begin with the ethos appeal in the sample.
In my discussion of Aristotle's persuasive theory, I 
modified the definition of ethos for application to the film 
sample. I defined ethos as the ways a filmmaker uses 
realistic images to enhance the believability of the film's 
fictional presentation.
As well, I explained that I would use two methods to 
analyze the ethos appeal in the film sample: I would cite 
authoritative sources to support the environmental realism 
in the sample, and I would study the uses of camera movement 
and subjective-camera techniques to support the presence of 
subjective realism in the sample.
Evidence of Environmental Realism
In terms of the environmental realism in the sample, I 
have found ample support to suggest the physical environment 
of the characters does add to the realism of the film as a 
whole, and of the sample in particular. Weiss (1987) 
discussed the "photographic realism" displayed by almost all 
of Scorcese's films. Regarding Taxi D r i v e r , Weiss said:
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The tawdriness of Times Square and East Thirteenth 
Street is powerfully conveyed as the pi raps, 
prostitutes, and degenerates interact in sordid detail. 
The squalor of the taxi driver's apartment is given 
special meaning because it conveys a strong sense of 
actuality. The isolating aspects of the cabbie hangout 
are depicted with an acute feeling for realism, (p. 21) 
After praising Robert De Niro's performance as Travis 
Bickle, Richard Schickel (cited in Kelly, 1980) praised 
Scorsese for his use of on-location settings in the film:
Director Scorsese has his environment downpat too. The 
garage that Travis works out of, the cafeteria where he 
takes his breaks, the porno theatres he haunts, the 
menacing avenues he cruises are rendered with 
thoroughly depressing realism. (p. 188)
Scorsese (1989) has also discussed the use of realism 
in the visual presentation of Taxi D r i v e r . He has said that 
he wanted to visually combine the distorted psychological 
point of view of Travis with a type of "tabloid realism" 
that one would find in a newspaper: "The overall idea was to 
make it like a cross between a Gothic horror and the New 
York D a ily News" (p. 54). In his discussion of the brothel 
scene, Scorsese stated again how he wanted to combine the 
point of view of Travis with the visual realism of a 
newspaper story:
I wanted the violence at the end to be as if Travis had 
to keep killing these people in order to stop them once 
and for all. Paul [Schrader, the screenwriter of Taxi
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D r i v e r ] saw it as a kind of Samurai "death with 
h o n o u r " - - t h a t 's why De Niro attempts suicide--and he 
felt if he'd directed the scene, there would have been 
tons of blood all over the walls, a more surrealistic 
effect. What I wanted was a Dai l y  News situation, the 
sort you read about every day: "Three men killed by 
lone man who saves young girl from them." (p. 66)
The Evidence of Subjective Realism 
Having provided evidence of environmental rea)ism in 
the sample, I will now address the use of subjective 
realism. I defined subjective realism as meaning a 
heightened sense of personal involvement in the film's 
action as the viewer visually assumes a point of view that 
is similiar to, if not the same as, one of the characters in 
a film.
Subjective Realism and Camera Movement 
One of the ways I suggested that subjective realism 
could be achieved was through camera movement. In the 
sample, Scorsese used tracking shots to enhance the viewer's 
subjectivity to the point of view of the characters.
Tracking shots are most often used to suggest the point of 
view of the taxi driver, Travis. In shot 4, we share a 
perspective that is similiar to Travis' inside the taxi cab 
as he drives toward the brothel. In shot 7, we follow 
behind Travis as he approaches Pimp #1, just one shot before 
he shoots the pimp's hand. As well, in shot 15, we are 
looking over Travis' shoulder as he aims his gun at Pimp #1; 
the camera suddenly tracks back as Travis is shot in che
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neck and looks to see who is shooting at him. All of these 
shots contribute to the viewer's sense of subjective 
realism; by carrying us along with Travis as he shoots and 
is shot by other characters, we are sharing his point of 
view. Camera movement allows the viewer to follow Travis as 
he moves through the brothel. Thus, camera movement 
contributes to the subjective realism, and the ethos appeal, 
in the sample.
Subjective Realism and the Subjective Camera
Earlier, I also suggested that the personal involvement 
of the viewer in a film presentation could be intensified by 
the use of subjective-camera techniques. DeNitto and Herman 
(1975) said this technique was used when the director 
provided the viewer with a "shot that by its place in the 
sequence following a close-up of the subjective indicates to 
the spectator that it is what the subject is seeing" (p. 39) 
[Emphasis in t e x t ] .
Using the explanation provided by DeNitto and Herman 
(1975) as a guide, I discovered a number of shots in the 
sample that indicate the subjective-camera technique was 
used. In shot 8, a close-up of Pimp #1, as his hand 
explodes from Travis' gunfire, is followed by a close-up of 
Travis aiming the gun toward us. This second shot allows 
the viewer to assume the point of view of Pimp #1 after he 
is shot. The effect of this technique is that we, as 
viewers, share in the pain and surprise of Pimp #1 as he is 
suddenly attacked. The subjective camera, in this example, 
heightens our involvement in the onscreen action in a way
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that would not be possible from a third-person perspective 
(or a perspective that was objective, and not part of any 
single character's point of view).
Another example of the use of the subjective-camera 
technique begins in shot 14. In this case we assume a 
perspective that is similiar to Travis' as he is shot. Shot 
14 contains a close-up of Travis, who reacts with an 
expression of disgust to the blood that splatters on his 
face from Pimp #1's hand. In shot 15, we are looking over 
Travis' shoulder as he again aims the gun at Pimp #1; when 
Travis is shot in the neck in the same shot he turns to the 
camera to see the source of the gunfire. A sudden cut to 
shot 16 reveals the source of the gunfire: Sport. We 
maintain a point of view that is similiar to Travis' through 
all of these shots because the camera's point of view shifts 
with Travis', even when he turns around to see who is 
shooting at him.
Scorsese's use of the subjective camera in the sample 
is unique because it is used almost every time Travis 
commits a violent act. When the camera assumes a point of 
view that is similiar to or the same as Travis'— as in shots 
14, 17, 34, 37, 51, and 54— he is either shooting or 
stabbing someone.
The subjective camera is also used to assume a point of 
view similiar to or the same as that of potential victims.
We assume Pimp #l's point of view as his hand is maimed in 
shots 8 and 9; in shots 15 to 16 and 30 to 33, we assume a 
perspective similiar to Travis' as he is shot; in shots 35
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and 36, a medium shot followed by a close-up of Pimp #2 
indicates we are sharing in his point of view as Travis 
shoots him in the face and upper body. As well, there are 
many close-ups of Iris throughout the sample--in shots 13, 
25, 47, and 58--which indicate we momentarily assume a 
viewpoint similiar to hers as a potential victim (in either 
a physical or psychological sense) of Travis' violence.
The overall effect of Scorsese's subjective-camera 
technique is that we, the viewers, are constantly linked to 
the actions and reactions of the characters as the violence 
ensues. Although we often share Travis' point of view as he 
commits acts of violence, these instances are balanced 
against the many examples in which we are sharing the 
victim's perspective, when we share in the point of 
view--and the pain--of Travis' victims.
The ethos appeal is based on this mixture of 
viewpoints, based on a logic of cause and effect. As noted 
earlier in the paper, Scorsese wanted the viewer to cheer 
the violent acts of Travis; then, he wanted the viewer to 
experience feelings of shock and guilt after having 
supported Travis. By alternating our subjective visual 
experience in the scene by assuming perspectives of both 
killer and victims, Scorsese encourages us to experience 
this duality of support and rejection. We enjoy the power 
of pulling the trigger with Travis, but then we are forced 
to experience the consequences of this action by sharing a 
victim's perspective.
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Because he forces the viewer to share in the 
perspectives of both Travis and his victims, Scorsese 
strengthens his persuasive appeal through the viewer's 
subjectivity to the characters' perspectives. If Scorsese 
wants the viewer to arrive at the conclusion that Travis' 
violent acts are wrong, he accomplishes this by intensifying 
our psychological involvement in the victim's suffering.
Thus, the subjective-camera technique serves to 
increase our involvement in the onscreen action of the film; 
as well, it increases our awareness of the victim's point of 
view by balancing it against the point of view of the 
k i l l e r .
Using environmental realism and subjective realism as 
the basis for the ethos appeal, Scorsese intensifies the 
overall effects of environment and subjectivity on the 
v i e w e r .
Having addressed the ethos appeal in the brothel scene, 
I will now discuss the pathos appeal in the sample.
The Pathos Appeal: A Visual Assessment
In my discussion of Aristotle's persuasive theory, I 
defined pathos, for this study, as being based on the 
emotional appeal provided by onscreen movement in the 
sample. As well, in my discussion of the visual methods I 
would use to study the pathos appeal in the Taxi Driver 
scene, I explained that I would focus on the visual rhythmn 
and character movement in my analysis of the emotional 
appeal in the sample.
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In this portion of the study, I will first address the 
use of visual rhythmn in the sample.
Pathos and Visual Rhythmn in the Sample 
As noted earlier, visual rhythmn consists of four 
separate, yet related, components. They include the editing 
rate, number of shots, length of shots, and the visual 
transitions between cuts in film sample.
To examine the emotional effects of visual transitions, 
I will refer to the explanations, set forth earlier in the 
paper, of the types and effects of cuts between shots.
The Use of Visual Transitions 
Regarding the transitions in rhe sample, the first 
aspect I will emphasize is the sharp contrast between the 
use of match cuts and dissolves. From shot 1 to shot 62, 
the transitions are mainly match cuts; the action that 
begins in one shot is unobtrusively continued and completed 
in the next shot, despite a change in angle or camera 
position. In contrast, the segment of film between shot 63 
and shot 71 is subject to the use of dissolve cuts; the 
images gradually merge between shots, and there is a few 
seconds in the transition when the two shots are on the 
screen simultaneously.
To assess the reasons for this contrast between 
transitions in the beginning and the end of the sample, I 
will refer to the onscreen content of the shots in the two 
sections of the sample. Between shots 1 and 62, Travis 
kills three men as he ascends up the stairway toward Iris' 
room. Between shots 63 and 71, Travis is immobile on the
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couch in Iris' room; he has stopped killing and is being 
approached by the policemen in the hallway.
Now, I will consider the emotional effects of the 
transitions in these two segments. First, I would suggest 
that the use of match cuts contributes to the emotional 
involvement of the viewer in the onscreen action between 
shots 1 and 62. These shots contain a great deal of 
onscreen action. Match cuts, as explained before, maintain 
the emotional continuity of a scene because they are an 
unobtrusive means of changing point of view for the 
audience. In the brothel scene, match cuts were used almost 
exclusively when Travis was killing the pimps in the 
building. The match cuts allow the viewer to change point 
of view without losing visual contact with the actions and 
reactions of the characters. The emotional continuity of 
the shots is never broken by the match-cut transitions; the 
viewer is always emotionally involved in the onscreen 
action.
In contrast, the use of dissolves between shots 63 and 
71 has a different effect. Scorsese disorients the viewer 
emotionally through the use of dissolves between these 
shots. In this portion of the sample, the violence has 
ended. The camera is left to survey the scene of the 
onscreen carnage while Travis rests on the couch and awaits 
the police. The dissolves between the shots do link the 
images onscreen, but they also break the emotional 
continuity that was established between shots 1 and 63. By 
gradually merging the different images of the bodies and
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blood scattered throughout the brothel, the viewer is made 
conscious of the separateness of the images. Et.ch new shot, 
as it gradually merges with another, is contrasted with the 
shot before and after it. There is no blending of actions, 
as there was through the use of match cuts in the first 
portion of the sample. Each new image is different from the 
one before and after it, and this creates a visually 
disjointed series of shots in the final moments of the 
s a m p l e .
The difference in transitions between the shots in the 
beginning and the end of the sample creates a sense of 
disorientation for the viewer. After the emotionally 
unified continuity of the violence shots, the break-up of 
emotional continuity in the aftermath shots is notable and 
disturbing.
Editing and the Visual Rhythmn in the Sample
In addition to the transitions between shots, visual 
rhythmn includes three other components: editing rate, 
length of shots, and the number of shots in a film. As I 
stated before, I will evaluate these components in the 
sample according to one standard criteria because of the 
interrelation between them; this criteria is based on the 
overall emotional effects of the editing in a film segment.
Earlier, I established 10 seconds as being a point of 
reference in the consideration of the length of shots. Any 
shots that were shorter than ten seconds would add to the 
emotional intensity of a scene.
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In fact, there are only six shots in the sample that 
are longer than 10 seconds. Shots 5, 20, 59, 62, 63 and 71 
are the only shots, out of a total of 71, that are longer 
than 10 seconds.
The longer duration of shots 5 and 20 has an emotional 
effect on the content of these shots, but it is not the 
effect that a longer shot duration would normally indicate. 
Instead of relaxing the tension of the scene, the longer 
duration of these shots seems to increase the emotional 
tension. In shot 5, Travis parks his car, approaches Sport, 
provokes Sport, and then shoots him. In shot 20, Travis 
travels down the hall of the brothel to shoot Sport once 
again, after Sport has crawled into the building from 
outside. In both of these cases, the shot remains onscreen 
for an extended period of time, and the viewer watches and 
waits for that final act of violence to occur.
These shots are significant for the emotional appeal in 
the sample. The expectation of violence is what contributes 
to the emotional tension of these scenes. As cited earlier 
in the paper, Harrington (1973) said oncreen excitement is 
usually accompanied by an increase in editing, to complement 
the emotional tension conveyed by the images. He said a 
slower editing pace is usually reserved for a shot with less 
action, such as a "leisurely walk on a Sunday afternoon" (p. 
133). In shots 5 and 20, this logic is reversed, and the 
expectation of violence within the longer time frame 
increases the emotional tension of the scene for the viewer.
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However, there is still a direct correlation between 
the rate of editing in the first portion of the sample and 
the intensity of the onscreen violence. Shot 57, in which 
Travis shoots Pimp #2 in the head, is the last shot of 
violence in the scene, meaning that there are only two shots 
before it, 5 and 20, that are longer than ten seconds. 
According to this evidence, Scorsese uses the rapid editing 
between shots 1 and 57 to increase the emotional tension of 
the brothel scene for the viewer. Considering that all of 
the killings take place in this range of shots, the 
correlation also suggests that the rapid editing rate was 
used to intensify the emotional involvement of the viewer in 
the scene as the killings were taking place.
Now, I would like to address the role of onscreen 
character movement in the emotional appeal of the sample.
The Role of Character Movement in the Emotional Appeal 
In my discussion of Aristotle's persuasive theory, I 
interpreted character movement as being a central component 
in the emotional appeal of a film. As well, I provided 
guidelines through which the movement of the characters 
could be evaluated in terms of their emotional content.
In relation to the emotional appeal in the sample, I 
would suggest that movement toward and away from the camera 
plays an important role. As cited earlier, Harrington 
(1973) said
Movement toward and away from the eye, . . . creates a
sense of depth and of the viewer's involvement in what 
occurs. Movement toward the camera generally
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intensifies action and creates a sense that something 
significant is about to happen. Movement away from the 
camera appears wistful and serious (p. 27).
In the sample, movement toward and away from the camera 
is used most often before or after violence occurs.
Movement away from the camera is used extensively in the 
shots before Travis finally arrives in Iris' room. Travis 
pulls away from the camera in shot 9 as he is showered with 
blood from Pimp #l's hand. In shot 18, Sport falls away 
from the camera after he is shot by Travis in the hallway of 
the brothel. In shot 20, Travis walks away from the 
camera's position down the hallway to shoot Sport once 
again. Travis backs away from Pimp #1 and the camera as he 
ascends up the stairway in shot 28. Finally, shots 36, 39, 
and 40 are unique because these are the reaction shots of 
Pimp #2 as he is shot by the taxi driver; Pimp #2 falls away 
from the camera and into Iris' room in these shots.
Harrington (1973) said that movement away from camera 
is "wistful and serious" (p. 27). Considering the above 
mentioned shots and their role in the emotional appeal of 
the sample, I would expand on this interpretation. The 
retreats of characters from the camera lessen the emotional 
tension of the scene for the viewer. For a few moments the 
viewer is separated from the physical threat Travis and the 
pimps represent.
Considering movement toward the camera, Travis 
approaches the camera most notably when he is getting closer 
to Iris' room; he begins ascending the stairway and
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approaching the camera in shots 21 and 22, followed by Pimp 
#1 in shot 23. In shots 43 and 44, Travis approaches the 
camera and Iris' doorway, with Pimp #1 trying to hold him 
back.
As Travis gets closer to Iris's room, his movement 
toward the camera takes on a greater emotional significance. 
Harrington (1973) noted that "Movement toward the camera 
generally intensifies actior and creates a sense that 
something significant is about to happen" (p. 30). As 
Travis approaches and enters Iris' room, his movement toward 
the camera increases the emotional tension of the scene; he 
becomes more of a threat because of his increasing proximity 
to Iris, the camera, and the viewer.
I would suggest that the character movement away from 
the camera in the first portion of the film sample, and the 
increased character movement toward the camera in the latter 
portion of the sample, are part of Scorsese's strategy to 
intensify the emotional involvement of the viewer in the 
scene as it progresses. Character movement in relation to 
the position of the camera serves the purpose of exciting 
the viewer's emotions as the scene progresses.
The Emotional Effect of Cross-Screen Movement
Another type of character movement that plays an 
important role in the emotional appeal of the brothel scene 
is cross-screen movement. As noted earlier, Konigsberg 
(1987) said that people are accustomed to reading from left 
to right, so any movement from right to left will be
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disorienting; Harrington (1973) explained that "cross-screen 
movement creates flurry and action" (p. 27).
The shots in which movement across the film frame is 
used to enhance the excitement of the scene are found mainly 
in the latter half of the sample, after Travis has made his 
way up the stairs and is in the hallway in front of Iris' 
room. In shot 29, Pimp #2 approaches Travis from the left 
side of the frame and shoots Travis in the arm. In shot 38, 
Pimp #2 wavers from left to right in the frame as he is shot 
by Travis. Travis struggles with Pimp #1 across the frame 
in shots 44 and 46, and in shots 49 and 50, Travis reaches 
for his knife across the frame as he is attacked by Pimp #1 
on the floor of Iris' room.
All of these cross-screen movements add to the 
emotional involvement of the viewer in the latter portion of 
the sample. In the same way that Travis' movement toward 
the camera increases as he approaches Iris' room, the 
cross-screen movement of characters also increases. These 
two components work together to draw the viewer into the 
excitement of the onscreen violence, which intensifies as 
the scene p r o g r e s s e s .
Ultimately, Scorsese's emotional appeal in the brothel 
scene is based on an increase in the editing rate as the 
individual acts of violence occur, and on the increased use 
of movement toward the camera and across the frame as the 
scene progresses. Later, I will discuss what rhetorical 
purpose is served by the emotional appeal in the overall
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rhetorical structure of the scene. Now, I will address the 
presence of the logical appeal in the sample.
The Logical Appeal: The Results of the Visual Analysis
My approach to the logical appeal in the sample took 
into consideration the reasoning process that Scorsese 
wanted the viewer to experience. As noted in the 
introduction, Scorsese wanted the audience to cheer Travis 
as he committed the violent acts in the film; then, Scorsese 
wanted the audience to suddenly realize, the implications of 
their support for Travis and experience a "shocked 
realization." I have interpreted this "realization" as 
meaning a rejection of vigilante violence, us it is 
represented in Travis' actions. In my view, this rejection 
was Scorsese's rhetorical goal; this was the conclusion he 
wanted the viewers of Taxi Driver to realize and accept.
Earlier in the study, I explained that a logical appeal 
using examples was a method of establishing a general 
proposition, based on a number of similiar situations that 
support that general idea. As well, after referring to the 
Poetics to establish a relationship between drama and 
rhetoiic, I said that I would discuss how the many incidents 
of violence in the sample contribute to Scorsese's overall 
rhetorical purpose: to persuade the viewer to reject 
violence as a means of problem solution.
In my analysis of the logical appeal in the sample, I 
assessed the visual imagery with the intention of 
demonstrating that visual language can be used to establish 
propositions and lead to conclusions. I referred to the
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explanation of Harrington (1973), cited earlier, concerning 
the filmmaker's ability to convey ideas with images in much 
the same way that a oerson may convey ideas with written or 
spoken language. Harrington said,
The visual grammar and syntax of film concern the ways 
a filmmaker arranges shots into scenes and scenes into 
sequences, just as the grammar and syntax of spoken and 
written language deal with the way words are arranged 
into sentences and sentences into paragraphs. (p. 8)
My assessment of the logical appeal in the sample is 
based on the idea that Scorsese constructed visual 
"sentences" using shots as a basic unit of meaning. These 
sentences provided the propositions of an inductive process 
of reasoning.
I realize that the visual propositions that Scorsese 
provided in the sample are not as clearly defined as the 
propositions derived from verbal language that I cited 
earlier ("Crow #1 is black," etc.). However, my definition 
of the example as a form of rhetorical proof calls for a 
number of similiar situations to support a general idea, not 
identical situations.
Finally, I have explained that I would use Pudovkin's 
"montage of linkage" theory to explain how Scorsese uses 
editing as a means of linking the various incidents of 
violence in the sample into an overall logical appeal. I 
said I would refer to the variety of editing techniques that 
Pudovkin provided to suggest how Scorsese demonstrated his
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logical appeal through the use of examples and inductive 
r e a s o n i n g .
Based on the above explanation, I will proceed with the 
visual analysis of the sample.
To begin, Scorsese used at least two methods of editing 
in the brothel scene to tie the separate acts of violence 
together and serve his rhetorical purpose. One of these 
methods is used only in the first half of the sample; it 
provides an inductive argument on a level that is localized 
to the violent shots in this portion of the sample. The 
second method provides an inductive argument on a more 
general level; it is used to convey Scorsese's rhetorical 
message on the basis of the entire sample.
Editing by Leit-Motif: A Component of the Logical Appeal
The editing method use mainly in the violent first half 
of the sample is called editing by leit-motif, based on the 
guidelines provided earlier in the paper. This method, 
according to Pudovkin (1970), is based on the idea that the 
reiteration of a single shot at different intervals in an 
edited sequence may repeat the basic theme of the film's 
s c e n a r i o .
In shots 13 and 25 of the sample, Scorsese repeated the 
same shot in which Iris turns toward the camera with a look 
of surprise and fear on her face. This shot is repeated at 
intervals in the scene in which the violence is at its most 
extreme; Travis shoots Pimp #l's hand just before shot 13, 
and Travis travels down the hallway to shoot Sport prior to
shot 25.
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Based on the placement of the single shot of Iris in 
these positions, I would suggest that Scorsese's motivation \
in these cases was to reiterate his basic rhetorical theme: 
the rejection of violence. In the intervals before shots 13 
and 25, the viewer is emotionally involved in the violent 
actions of Travis; the audience subjectively participates in 
the violence through the use of subjective camera techniques 
and other methods I mentioned earlier. But these violent 
images are interrupted by the same single shot of Iris' 
frightened reaction in shots 13 and 25. Symbolically, this 
shot could be interpreted as representing the rhetorical 
theme that Scorsese wanted to convey: Iris is a defenseless, 
potential victim of the violence Travis initiates in the 
story, and we, the viewers, should therefore reject Travis' 
violence and preserve Iris' innocence. By reiterating the 
image of Iris in the sample, Scorsese involves the audience 
in an inductive process that encourages the viewer to arrive 
at an overall conclusion: We, as viewers, must reject the 
violence that threatens Iris.
Editing by Contrast
But the use of editing by leit-motif occurs only in the 
early shots in the sample. Considering the sample as a 
whole, Scorsese uses editing by contrast to convey his 
logical appeal. In fact, Scorsese provides an onscreen 
inductive reasoning process. He provides both the premises 
and the conclusion to support his appeal for non-violence.
Before explaining how Scorsese presents this logical 
appeal, I must explain my interpretation of Pudovkin
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( 1 9 7 0 ) 's definition of editing by contrast. Pudovkin 
originally defined editing by contrast as a method of 
comparing two situations that were separate yet related. As 
cited earlier, he contrasted the plight of a starving man 
and the situation of a rich man to explain the contrast 
m e t h o d :
On the screen the impression of [the] contrast is yet 
increased, for it is possible not only to relate the 
starving sequence to the gluttony sequence, but also to 
relate the separate scenes and separate shots to one 
another, thus, as it were, forcing the spectator to 
compare the two actions all the time, one strengthening 
the other, (p. 76)
Pudovkin (1970) based his definition on a contrast in 
narrative situations (such as the starving man/gluttonous 
man di c h o t o m y ) . Rather than creating such a dichotomy in 
narrative situations, Scorsese contrasts the visual 
presentation of the violent shots (between shots 1 and 59) 
in the sample with the static shots of the guns and the 
bodies in the latter portion of the sample (shots 60 to 71). 
Shots 1 to 59 are, overall, images of sudden movement, rapid 
visual rhythmn and subjective camera techniques. Shots 1 to 
F9 all share a common theme of intensifying violence; all of 
these shots are visual components in Travis' violent 
ascension to Iris' room. Shots 60 to 71, on the other hand, 
share a common theme of the aftermath of violence; the 
camera descends back down the stairway from Iris' room 
toward the street where the violence started, providing
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static images of guns and bodies that restLted from the 
ascension to the room. There is no movement in these 
images, the visual rhythmn is slow (especially because of 
the dissolves between the shots and the slow camera 
movement), and the point-of-view is objective rather than 
subj e c t i v e .
Scorsese's attempt to make the viewer experience a 
"shocked realization" is visually suggested in the latter 
portion of the sample. Shots 60 to 71 visually convey the 
effects of the violence from an objective viewpoint rather 
than an emotional one. The visual presentation of these 
shots is not emotionally arousing; the shots are static and 
appear symbolic. These shots appeal to the viewer's 
intellect by denying the emotional excitement of the earlier 
shots in the sample. The images of the pimp's bodies and 
the blood-stained walls are static images with no appeal for 
excitement. Rather, they are grotesque images that the 
camera seems to dwell upon.
Thus, through the use of visual language, Scorsese 
provides onscreen evidence of the premises (in shots 1 to 
59) and the conclusion (shots 60-71) of an inductive 
reasoning process.
In conclusion, by using leit-motif editing on a 
specific level (the violent shots), and contrast editing at 
a general level (all of the shots in the sample), Scorsese 
builds inductive arguments that appeal for non-violence.
CHAPTER V
SUMMARY AND CONCLUSION
Aristotle provided the methods necessary to conduct a 
rhetorical analysis of a dramatic artifact. Based on the 
ideas presented in the Rhetoric and the P o e t i c s , I have 
tried to demonstrate that a dramatic artifact from the 
medium of film had a rhetorical purpose when it was released 
to the public in 1976.
In the concluding brothel scene in Taxi D r i v e r , 
director Martin Scorsese based his persuasive appeal on the 
visual presentation of many violent images, images which 
were all components in an overall persuasive appeal that 
Scorsese was making to his audience.
Scorsese wanted his audience to cheer, then deplore, 
the acts of violence committed by Travis Bickle in Taxi 
D r i v e r . To support this persuasive goal, Scorsese used the 
visual presentation of the film to achieve his rhetorical 
p u r p o s e .
The Ethos Appeal
To support the ethos appeal in the brothel scene, 
Scorsese used on-location shooting to present images that 
the viewer could accept as realistic, despite the fact they 
were presented in the framework of a fictional narrative.
As well, Scorsese supported his ethos appeal by using 
subjective-camera techniques that allowed the viewer to
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assume perspectives that were similiar to or the same as 
those of the killer and his victims in the brothel scene. 
When the subjective-camera method was combined with the 
movement of the camera in the scene, the excitement of the 
violence in the scene was intensified for the viewer. This 
combination was used to increase the immediacy of the film 
experience in a way that lessened the viewer's awareness of 
the film's fictional framework. Scorsese used these 
techniques to give the viewer the feeling of "being there," 
of actually following Travis as he made his way to Iris' 
room in the brothel.
The Pathos Appeal
Scorsese based his pathos appeal on character movement 
and visual rhythmn; in doing so, he enhanced the subjective 
elements of the ethos appeal by inviting the viewer's 
emotional involvement in the narrative. The frequency of 
Travis' movements toward the camera increased as he 
approached Iris' room; consequently, he became more 
threatening to the viewer as the scene progressed 
(considering that the camera is our "eye" on the world of 
the f i l m ) .
As for the visual rhythmn of the scene, the rate of the 
editing, especially during the shots of onscreen violence, 
was consistently fast, creating a tense emotional atmosphere 
as Travis approached Iris' room. As well, Scorsese's use of 
match cuts between the violent shots and dissolves between 
the aftermath shots (after the violence ended) was 
purposeful. The match cuts maintained the excitement of the
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violence in the early moments of the scene, while t h 2 
dissolves destroyed this emotional continuity in the closing 
moments of the scene.
The Logos Appeal
Finally, Scorsese used two types of editing to convey 
his logical appeal to the viewer. Pudovkin (1970) provided 
guidelines for my evaluation of Scorsese's editing style.
One of the methods utilized by Scorsese, editing by 
leit-motif, was used only during the violent shots.
Scorsese presented a single shot of Iris at intervals in the 
scene when the violence was most intense. By presenting the 
viewer with images of violence, followed by a single image 
of an innocent and potential victim of that violence, 
Scorsese encouraged the viewer to inductively arrive at the 
conclusion that violence must be rejected to protect the 
i n n o c e n t .
As well, considering the sample as a whole, Scorsese 
used editing by contrast to restate his rhetorical message 
through an inductive framework. By contrasting the exciting 
visual presentation of the violence shots with the slowly 
paced presentation of the aftermath shots, Scorsese 
presented an onscreen example of an inductive reasoning 
process. The violent shots invited the viewer's emotional 
participation; these were the shots in which the viewer was 
to cheer the violence of Travis. In contrast, the aftermath 
shots encouraged the "shocked realization" that Scorcese was 
attempting to stimulate in his rhetorical appeal; these were
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the shits that supported the idea that the violence of the 
taxi driver was morally unacceptable.
S c o r s e s e 's Appeal
Finally, there is evidence in Taxi Driver to indicate 
that Martin Scorsese used violent images to appeal for a 
rejection of violent action. Scorsese's rhetorical appeal 
was based on all three of Aristotle's modes of persuasion; 
this appeal was presented through the visual medium of film.
The irony of this conclusion is that it invites further 
study into the effects of Taxi Driver on its audience in the 
mid-1970's. In the quotation cited in the introduction of 
this paper, Scorsese himself admitted that the people he saw 
cheering in i;he movie theater were not reacting to the 
violence in the way he expected; apparently, they were not 
comprehending the persuasive appeal for non-violence he 
provided in T axi D r i v e r .
In the wake of growing controversy about his film, 
Scorsese feared that some viewers of Taxi Driver might not 
see past the excitement of the images and understand his 
implicit appeal for non-violence. Indeed, for John 
Hinckley, the images may have been too exciting.
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